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Tax changes: the industry responds
Reduced tax breaks seem certain to increase the 
pre-sale requirement, but other implications will take 
longer to emerge
The announcement, on 19 September, of 
Treasurer Paul Keating's new tax package 
ended several months of uncertainty and 
animated debate in the film industry, since 
what was at issue was more than just the 
details of the government’s continued 
encouragement (if any) of film production in 
Australia: it was the future viability of much 
of the middle ground in the country's film 
and television industry.
In place of the 133% deduction on elig­
ible film investment expenditure and the 
33% exemption on eligible net income, the 
new system, effective from 20 September, 
will see these deductions cut to 120% and 
20% respectively.
This must, as government sources have 
been at pains to point out, be seen as part 
of a new tax environment, in which film 
investment is now the only form of personal 
investment eligible for tax breaks. Thus, 
while the tax breaks available in the film 
industry are not as much of a lure as they 
once were, they are still a whole lot better 
than those available to individuals else­
where in the economy.
The changes must also, of course, be set 
in the context of the other tax changes, 
notably the reduction in the top income tax 
rates. These are to come down, in a two- 
stage reduction in September 1986 and 
July 1987, from 60% to 49%, with the 
current 48% rate dropping to 40%. Since 
most current film investors are in the 60% 
bracket, they may well prefer to pay tax at a 
lower rate, rather than launch out onto the 
more uncertain waters of film investment. 
Here, though, the effect should be in line 
with an aim shared by both the government 
and the Australian Film Commission: to 
encourage quality film production, by trying 
to ensure that production takes place in a 
context of films looking for money, rather 
than money looking for films.
The third contextualizing factor is the new 
tax package's most widely discussed 
element: the removal of tax-free status from 
a variety of fringe benefits, including meals 
and company cars. In other industries, this 
has been largely a minor (or even major) 
irritation. In film, however, it could have a 
rather more radical effect, given the 
dependence of production companies on 
just those services which other parts of the 
economy have treated as perks.
But the cutting-back of the 10BA legis­
lation can have come as no great surprise 
to anyone involved in the Australian film 
industry. As Arts Minister Barry Cohen said 
at a briefing session in Canberra the night 
the changes were announced, "the thing 
obviously got out of hand. It was costing too 
much and, worse than that, it kept going up 
and up. After the other tax shelters closed 
off, it would’ve gone through the roof: the 
whole country would’ve been making 
films!"
Given the widespread belief that one of 
the government’s main aims was to set a 
ceiling on the amount of money invested in 
film, the fact that the new legislation’s exact 
fiscal implications cannot be predicted, 
even by Treasury, comes as something of a 
surprise. “ We hope,” said Cohen, “ for a
production level of around $130 million." 
But estimates vary enormously as to what 
that level will be.
For the next year or two, though, the 
effects will be disguised since, between 1 
July and 19 September, a staggering $238 
million worth of new production accounts 
were opened with the Department of Arts, 
far exceeding even the $100-million guess 
of industry sources in mid-September. How 
much of this will turn into films and mini­
series, of course, is something of a matter 
for debate. $100 million would probably be 
an optimistic estimate.
In the days following the announcement, 
Cinema Papers approached all the main 
industry bodies for comment on how they 
saw the changes, and what they imagined 
the implications would be. Of those 
approached, only the South Australian Film 
Corporation and the Australian Children's 
Television Foundation declined to respond. 
The other responses we print in full below.
Generally, industry response can be 
described as muted, with the exception of 
the Screen Production Association’s John 
Weiley, who is openly hostile to what he 
sees as stop-gap measures.
On the totally positive side, the Australian 
Film Commission’s Special Production 
Fund has been increased from last year’s 
$4 million, to $6 million this year and $7 
million next, as reported in the last issue of 
Cinema Papers. Though Cohen rejected 
the idea that this was a trade-off, this in­
crease can certainly be seen as a way of 
helping struggling films get over the final 
hurdle of funding, and should do much to 
allay fears of a total collapse in the low- to 
medium-budget quality feature area.
And, a week after the announcement of 
the tax changes, the AFC announced the 
appointment of Penny Chapman, former 
Director of the Commission’s Project 
Development Branch, to head the Fund, 
from which Errol Sullivan recently stepped 
down.
From a general point of view, the 19 
September announcement has to be seen 
as a decisive answer to those critics who felt 
that the AFC was not properly representing 
the industry. Indeed, the present con­
clusion is as close to an ideal compromise 
as could reasonably be expected in a 
mixed-market economy (and it is noticeable 
that its most vociferous opponents have 
been from the free-market sector).
In the present climate, however, the new 
system appears to steer a skilful course 
between the government's evident belief 
that the industry should sink or swim on the 
choppy lake of the local box office and/or 
the stormy sea of the world movie, TV and 
video market, and the dreaded alternative 
prospect of direct government funding.
One thing that is clear, however, is that 
the new system will put a much heavier 
emphasis on pre-sales. As AFC Chief 
Executive Kim Williams put it in Canberra, 
“ there are two ways you can look at it. You 
can embrace and accept that the financial 
community has an untrammelled right to set 
the level of pre-sales. Or you can accept 
that government discounts the capital cost
of film, in recognition of its highly specu­
lative nature.”
To the extent that this is possible, the new 
legislation does both things: it makes pre­
sales — the litmus paper of commercial 
viability — a heavier requirement in any film 
package, but it provides a measure of pro­
tection against risk for investors.
In the short term, given the June-in­
September rush to get projects in before 
the barrier dropped, little will change as a 
result of the new legislation. But the short­
term effects of the other tax changes are 
beginning to be felt — an element of the 
whole new tax environment which may not 
have been anticipated.
A number of producers are currently 
finding their budgets being nudged 
upwards just as money becomes tighter, 
because such items as per diem location 
expenses and car hire are now being 
classified as fringe benefits, rather than 
legitimate production costs. And, as such, 
they are liable to be taxed. This, too, will 
begin to exert an influence on Australian 
film production. And here, the implications 
may become evident all the sooner.
Australian Film 
Commission
From 20 September, eligible investments in 
qualifying Australian feature films, mini­
series, telemovies and documentaries will 
attract a deduction of 120% of eligible 
expenditure. Net income from qualifying 
productions will be exem}.. from income tax 
up to a maximum of 20% of eligible invest­
ment.
The previous 133% deduction and 33% 
exemption will continue to apply to “ contri­
butions towards the production of a film that 
is made after 19 September 1985 in lieu of 
contributions underwritten under an agree­
ment in force at that date” .
The effect of the reductions is to put 
upward pressure on pre-sale requirements. 
This will lead to a downturn in the level of 
fund-raising (to the extent that such pre-sale 
requirements are unable to be met) and ulti­
mately to a downturn in production activity. 
However, there will be a number of 
mitigating factors, as follows:
1984-85 Production Carry Over: The record 
level of fund-raising in 1984-85 will sustain a 
high level of production in 1985-86. 
According to a recent report in Variety\ 
eighteen feature films and twelve mini­
series financed last year are scheduled to 
commence production in the next three to 
six months.
Assumptions:
•  120% deduction, 20% exemption.
•  Investor pays tax at top marginal rate, 
including 1% Medibank levy i.e. 61% in 
1985-86, 56% from September 1986, 50% 
from July 1987.
Transitional Arrangements: A large number 
of new projects were underwritten in the 
period 1 July to 19 September in anticipa­
tion of the tax reform package. Provided 
these were in force on 19 September, they 
will attract the 133/33 concessions under 
transitional arrangements outlined in the 
Treasurer’s statement. On a conservative 
analysis, it would seem reasonable to 
assume that at least $100 million will be 
subscribed under transitional arrange­
ments during 1985-86 and 1986-87. 
Reduced Profit Margins: The existing 40% 
pre-sale ‘benchmark’ guarantees investors 
an internal rate of return after tax of 16%. 
This is an exceptionally high rate of return.
To achieve the same net profit under 
120/20, the pre-sale would have to be 66, 
72, 78 or 92%, depending on the year of 
investment and timing of returns.
However, it does not follow that investors 
will only invest if they are guaranteed a net 
profit of 16%. On the contrary, they will con­
tinue to invest as long as the return is com­
petitive.
Further, there will be pressure for 
investors to accept ‘leaner’ pre-sales (i.e. 
lower internal rates of return) because of the 
difficulty of securing-pre-sales in the range 
66-92% and the pressure to avoid pre-sale 
arrangements which leave no potential for 
speculative returns from unencumbered 
markets.
In sum, it is probable that upward pres­
sure on pre-sales will be partially offset by 
downward pressure on the component 
representing internal rates of return.
This trend will not occur overnight, but 
will emerge as the ‘backlog’ of underwritten 
133/33 offers is exhausted.
Timing of Returns: There will be an incen­
tive for some 120/20 investors to defer film 
income until the beginning of 1987-88, 
when the new 49% marginal tax rate 
becomes applicable, or at least until 
September 1986, when the 55% rate 
becomes applicable. This will reduce the 
tax payable on income above the 20% 
threshold and to some extent cushion 
upward pressure on pre-sales.
Direct Assistance: As an offset to the reduc­
tions, the government has increased the 
AFC’s Special Production Fund from $4 
million to $6 million. In addition, the Fund 
has been extended for a further two years, 
and will be increased to $7 million for each 
of those two years.
The Fund, in combination with the direct 
assistance made available by state Film 
Corporations, can be expected to secure 
up to $60 million production per annum. 
Co-productions: In a press release which 
accompanied the Treasurer’s statement,
•  Investor incurs no non-deductible 
expenditures. In the first column under 
85/86, income is deferred to attract the 
56% marginal tax rate. In all other columns, 
income is deferred to attract the 50% 
marginal tax rate.
Pre-sale/return required for break-even and profit points
Net profit 
after tax (%)
Return required
85/86 86/87 87/88
0 (break-even) 35.5 (33.6) 45.6 60.0
4 44.5 (41.6) 53.6 68.0
8 53.6 (49.6) 61.6 76.0
16 71.8 (65.6) 77.6 92.0
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News Plus
the Minister for the Arts, Heritage and 
Environment foreshadowed a major 
announcement on international co-produc­
tions. This is expected to be made towards 
the end of October.
The announcement concerns a pro­
posed two-year trial co-productions pro­
gramme. The programme will rest on an 
accord with industry associations and 
unions, providing for a balance of majority 
Australian equity and creative control over 
the two-year trial period.
Summary
Production activity during 1985-86 and the 
early part of 1986-87 will be sustained by 
transitional arrangements and the 'carry 
over’ from 1984-85. The real effect of the 
reduction to 120/20 therefore will not be felt 
until 1986-87.
There will be upward pressure on pre­
sales mitigated by acceptance of lower 
internal rates of return.
Direct assistance through the Special 
Production Fund and state Film Corpora­
tions, in combination with co-production 
arrangements, will secure up to $100 
million new investment per annum for the 
next two years, without taking into account 
those projects which are able to secure 
finance without reliance on direct assist­
ance or co-production arrangements.
This suggests a production base in 
1985-86 and 1986-87 smaller than that 
achieved in 1984-85, but greater than those 
achieved in previous years.
Film Victoria
Obviously, less production will get under­
way in 1985-86 than was the case in 
1984-85. Nevertheless, that was the aim of 
the Federal Government in reducing the 
level of 10BA concessions, and it was 
clearly the prerogative of the Government 
to take such a decision.
That said, Film Victoria is concerned at 
the effect the reduced concessions will 
have on the number of feature films that will 
get made this financial year. Television 
mini-series, because of the relative ease 
with which they attract substantial pre-sales, 
will be easier to get into production than will 
feature films.
It is always a battle to get pre-sales for 
features, and government film body funds 
which might be used to augment domestic 
or overseas pre-sales will, of course, stretch 
only so far.
As a general principle, Film Victoria will 
not use its funds to advantage investors in 
120/20 projects past break-even point. 
Consequently, the Corporation will not pro­
vide investment to cover non-deductibles, 
nor provide a minimal distribution guaran­
tee in any 120/20 project which guarantees 
investors a return beyond 40%. (Film 
Victoria is assuming that investors will be 
paying the present highest marginal rate of 
taxation.)
In taking this attitude, Film Victoria is 
endeavouring to ensure that it commits to 
the maximal number of 120/20 projects 
possible within the confines of its produc­
tion investment budget.
Terence McMahon, Director
New South Wales Film 
Corporation
The New South Wales Film Corporation 
was disappointed that the Federal Govern­
ment reduced the benefits of Division 10BA 
when its reform of marginal tax rates will of 
itself substantially reduce the attraction of 
film concessions even at the old 133/33 
rate.
However, it will be remembered that the 
industry’s concern when 10BA was 
reduced from 150/50 to 133/33 proved to 
be unfounded. I feel now that it is too early 
to know what will be the ultimate effect on 
fund-raising for Australian films.’
This financial year will be unusual, as
Federal Arts Minister Barry Cohen: “It 
would’ve gone through the roof. ”
there will be the added confusion of a large 
number of 133/33 offers underwritten prior 
to the Treasurer's statement on 19 
September.
The real effect of the changes will be felt 
in the 1987-88 financial year, when the 
combination of the reduced 10BA benefits 
are linked with a top marginal tax rate of 
only 49c in the dollar.
It is essential that the Federal Govern­
ment carefully monitors the situation in that 
period, with a view to making a prompt re­
adjustment if the new 10BA causes a sub­
stantial downturn in fund-raising.
Paul H. Riomfalvy, Chairman
Screen Production 
Association of Australia
The decision to simply (simplistically) chop 
the incentive from 133/33 to 120/20 —■ 
initially doubling and later trebling the level 
of risk for investors — guarantees con­
tinuing turmoil and eventual crisis, nothing 
else.
Every single factor that was identified as 
harmful to the healthy development of Aus­
tralian filmmaking under the 133/33 regime 
will be worse under 120/20.
Of all the corrosive features of the 
government's policy towards production, 
instability is the worst. The government 
imposes a ‘quick quid’, ‘get something — 
anything — while the going's good’ impera­
tive, and then attacks the industry for being 
short-sighted. Try asking your creditors to 
take the long view.
Penny Chapman, newly-appointed head of 
the AFC’s Special Production Fund.
The Screen Production Association’s John 
Wei ley: “I t’s a mess. ’’
The decision to hold off until something 
outstanding comes along is made almost 
childishly naive. Even identifying a real 
problem is made unwise by the well- 
founded fear that any self-criticism will be 
used by the government as a bludgeon. 
Look at the way Keating used industry 
concern about the growing influence of 
financiers as a basis for action that multi­
plied their influence several times over.
Numbers speak louder than words and 
the clear messages of 120/20 are:
•  Do what buyers tell you (if you can).
•  Get international or get out (unless you 
happen to enjoy an almost unprecedented 
level of support from a government film 
body).
An independent $3-million feature might be 
able to lock in a record $1-million guaran­
tee, and its producer might be able to find 
investors prepared to accept cover of 50% 
(i.e. accept a high probability of loss), but 
that single project will still need a govern­
ment top-up of at least $500,000. Exactly 
how a producer locks in such a guarantee 
without mortgaging every conceivable 
money-earning right for that $1 million — 
and thus burning this rare bunch of adven­
turous investors — remains to be seen. Or 
not seen.
My guess is that there will be a rush — 
with all of its negative implications — while 
the last minute, limited-offer fire sale, 133/33 
bulge works its way through the system, fol­
lowed by a disenchanted collapse and the 
emergence of a schizoid industry; a 
sheltered workshop of government- 
financed production co-existing with some 
international (American rules) production.
For the time being, the debate is being 
conducted as a gross dollar sweepstakes. 
Any number qualifies as long as it exceeds 
$100 million. Whether it allegedy relates to 
underwriting, productions, investment or 
your mother’s birthday doesn’t matter — 
just write it on a piece of paper and, if it 
comes up a headline, you have won.
What does matter is that the problem of 
developing and implementing a stable 
system of support for Australian production 
has once again been ducked; that,on past 
form, it won’t be looked at again until the 
new (inevitable) crisis is upon us. That is 
when the government will be as resistant to 
direct discussion with the production 
industry — and as shallow and opportun­
istic in its response — as it was this time 
around.
It’s a mess and will continue to be a mess 
if Australia’s producers don’t put it right. No 
one else will.
John Weiley, President
AFC Chief Executive Kim Williams: steer­
ing a course between extreme options.
Actors and Announcers 
Equity of Australia
Current levels of investment under Division 
10BA are extremely high and are obviously 
a cause of concern to the government.
We accept that some reduction in 
government assistance was inevitable. We 
believe that the course adopted by the 
government risks an increased reliance on 
pre-sales, with consequent pressure for the 
internationalization of production.
Equity believes that pressure must be 
resisted if the long-term viability of the 
industry is to be protected.
Government assistance is given to build 
an Australian industry, not to subsidize the 
production of cheap, overseas product.
It may be, of course, that the level of pre­
sale necessary to guarantee the same rate 
of return to investors is so high as to be un­
attainable.
No credible forecast of levels of activity 
under 120/20 is possible given that it will 
take effect some time in the future. How 
much production then will depend upon 
overall levels of economic activity and suc­
cess of the production industry.
The lobbying process we have just sur­
vived has left one strong impression. Poli­
ticians are highly sensitive to a perceived 
fall in the quality of our film production. On 
the other hand, they do not appear to 
recognise that most high-quality television 
product has been made with 10BA funds. 
The industry cannot survive without their 
support.
If we are to retain current levels of assist­
ance — the most generous in the western 
world — the industry will have to concen­
trate on its relations with the government. 
Any perception of the production industry 
as just another tax minimization scheme will 
be fatal.
Finally, given some of the silly attacks 
made on the AFC during the tax debate, we 
would like to congratulate them on their 
efforts. But for their advocacy, we would all 
be enjoying a system of direct funding at 
this moment.
Michael Crosby, Federal Secretary
Australian Writers Guild
With the government committed to wide­
spread taxation reform and with the general 
agreement that the film industry was ‘over­
heated’, it was clear, even before the 
budget, that change was inevitable.
The Guild entered the debate at a time 
when a form of licencing was being widely
CINEMA PAPERS November — 3
News Plus
promoted as a method of limiting invest­
ment under 10BA. We feared such a 
proposal would create a new elite that 
would dominate the industry while totally 
disenfranchizing those without access to 
licences.
Accordingly, we developed and pro­
moted a policy known as Film FIRST — Film 
Industry Reform Strategy on Taxation — 
which sought to de-emphasize the tax 
shelter aspects of the legislation while at the 
same time encouraging investors to look 
more closely at realistic earning potential.
While the changes to 10BA did not fully 
embrace the Film FIRST recommendations, 
it has been encouraging to note that Kim 
Williams has indicated that the AFC will 
encourage the industry to resist excessive 
pre-sales and promote instead perform­
ance aspects — the key principle of the 
Film FIRST strategy.
The precise effect of the reduced incen­
tives is difficult to predict and the situation 
will need to be closely monitored, especially 
when the new marginal rates come into 
effect.
The Guild was part of a delegation 
received by the Prime Minister, the 
Treasurer and the Minister for the Arts 
before the changes were announced, and 
believes that the government’s commit­
ment to the film industry is genuine, and 
that the figures will be adjusted if 
necessary.
The Guild is mindful of the furore that fol­
lowed the cut-back from 150 to 133 and of 
the criticism from many quarters that the 
film industry was finished. Yet last year saw 
a record level of investment.
While still concerned about the disadvan­
taged position of feature films in com­
parison to television and documentaries, 
the Guild believes that the new levels are 
workable, subject to upward adjustment as 
the new tax rates come into effect.
Roger Simpson
Australian Screen 
Director’s Association
The campaign to save the 10BA tax con­
cessions was not the film industry’s finest 
hour.
The spectacle of several film bodies 
squabbling amongst themselves across the 
desk from Bob Hawke and Paul Keating 
must have brought a warm glow to the 
heart of a Treasury bent on the complete 
removal of all tax concessions as soon as 
possible.
In the circumstances, it is surprising that 
anything was salvaged at all — though 
whether the 120/20 concession is really 
better than nothing is something we won’t 
know until next year.
The big losers will be the small 
independents — their chances of attracting 
a 70-80% domestic pre-sale for single 
projects will be minimal. I look to the AFC’s 
Fund to seed these films in future. In the 
past, the Fund has been used as a topping- 
up device for films which are almost in 
place. This must change.
The danger is that, during the Indian 
summer of the next fifteen months, while 
productions financed under the old 133/33 
rule get under way, everyone (including the 
government) will become convinced that 
the future is rosy. This would allow Treasury 
quietly to end the tax concessions 
altogether in 1987, just when the invest­
ment crunch will start to bite.
It is important that we all use this period to 
improve the image of Australian films with 
Canberra and the media, with less talk 
about the ‘awful crop of films’ at this year’s 
AFI Awards, and more emphasis on the 
success stories (including telemovies and 
mini-series).
And it’s even more important that, during 
the lead-up to the next defence of 10BA, 
the various film guilds, unions and associa­
tions become less concerned with pushing 
the barrow for their sectional interests, and 
more willing to compromise for the good of 
the industry as a whole. If they do (and if the
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A  tribute to Neil Davis by David Bradbury
It was a symbolic action. The last thing that 
Neil Davis did was to pull focus on his 
camera from the tank that shot him and 
tumble down dead in front of it. The camera 
recorded his body being dragged away by 
a colleague, with his mortally wounded 
sound man, Bill Latch, hobbling behind.
Versions now differ as to whether Davis 
and other newsmen, who had been 
spreadeagled on the ground, were deliber­
ately fired on by a tank gunner from the 
rebel Thai army troops, or whether they just 
got caught in the crossfire. The rebels had 
attempted to take over a government-con­
trolled radio station in Bangkok, where 
Davis had been based while working for 
NBC News since finishing his stint in 
Vietnam in 1975.
Davis was reported to have been hit in 
the stomach by shrapnel from the tank. 
Thirty-seven-year-old Gary Burns, a 
Visnews cameraman who had been 
married the week before with Davis as his 
best man, saw that his friend had been hit. 
He asked Neil if he was okay, and Neil 
responded, "I'm  all right, I’m all right!” 
Then realising that he wasn’t, that his 
injuries were worse than first thought, he 
muttered, “ Oh, shit!”  He died moments 
later.
Watching a tribute replay of Frontline on 
television that night, the irony of Davis’s 
words in our interview struck home. “ I was 
never afraid of dying. But I didn’t want to 
die a slow, agonizing death on the battle­
field with a gutful of shrapnel. I’ve seen too 
many soldiers die like that.”
The week following his death, flashes of 
Neil — the confrontations and the friend­
ship that we had shared during the making 
of Frontline — kept surfacing.
Neil’s love affair with Asia started innocu­
ously enough, when he applied forajobthat 
no one else seemed to want: as a camera­
man for the English-based television news- 
agency, Visnews. At the time, he was 
working for the ABC in his native Tasmania, 
but soon had the new job and was 
Singapore-bound. He celebrated his 30th 
birthday in Asia, and stayed long enough to 
cover the confrontation between Indonesia 
and Malaysia, and the last days of President 
Sukarno's regime.
Then came 1964, and Kennedy’s 
commitment to send American advisory 
troops to Vietnam to shore up the fast-falling 
‘dominoes’. Neil headed for Saigon and, a 
year later, North American ground troops 
arrived to keep him company.
He settled into covering what he thought 
would be a small, regional conflict that 
would play itself out in a year or two, 
leaving him free to head for the greener 
fields of Africa, Europe or South America. 
But the Americans found themselves 
bogged down in the mud and Neil found 
himself seduced by the growing story, the 
ad re n a lin  rushes and the fie rce  
camaraderie between frontline journalists 
and fighting soldiers. While the other 
western correspondents contented them­
selves with the easier ride of helicoptering 
in and out of the war with the Americans
AFC provides dynamic leadership), the 
future might indeed become rosy again.
Chris Thomson, President
Producers & Directors 
Guild of Australia
The Producers & Directors Guild certainly 
sympathizes with the Federal Govern­
ment’s political difficulties in being seen to 
be equitable in its approach to tax reform, 
supporting the film industry and limiting the 
opportunities for irresponsible exploitation 
of the 10BA concessions.
Given the political climate and the per­
ceived lack of performance of the Austra-
whenever they wished, Neil went with the 
Asian soldiers.
He survived those years in Vietnam 
when many didn’t, because of his refusal to 
believe in his own infallibility. He was a 
cautious double-checker and shied away 
from the trap of believing that he lived a 
charmed life. "That’s the most dangerous 
thing,” he told me, "when you start to think 
in those terms. Whenever I found that 
happening to me, I was extra careful.”
He used to speak of a sixth sense, finely 
honed by several years in frontline combat, 
a primeval survival instinct that warned him 
of impending danger and put him on the 
alert. Once, in passing, he had mentioned 
that death often physically appeared to 
soldiers in tense and dangerous moments 
of frontline fighting. He was reluctant to 
elaborate, feeling that this issue was at risk 
of trivialization, as it was something that I 
had never experienced and he felt that I 
would not understand. Finally, albeit reluct­
antly, he agreed in our last interview to talk 
about it. My questioning provoked him to 
an almost angry shouting,as he laboured to 
answer.
"Soldiers wouldn’t say much when they 
saw death, but a look would speak 
volumes. The look would say, ‘Do you see 
her too?’ Death took the physical form of a
lian film industry by the media, to have 
retained a concession at all is possibly 
something to be grateful for.
The Guild considers its main constituency 
to be the independent and employed pro­
ducer and director. We do, therefore, view 
the increased need for larger pre-sale 
agreements and the increased importance 
of the AFC’s Special Production Fund as 
factors more likely to further entrench the 
bigger production houses.
That might not be a bad trend given the 
economic benefits of large-scale marshal­
ling of skills, but it might be a pity if the free­
lance producer or director, working from 
the fabled ‘kitchen table’, was not to have 
the effective opportunity to come up with a 
sleeper.
lady, and her presence was often re­
assuring. It didn’t necessarily mean that 
you were going to die, but somebody 
would. The soldiers simply had an expres­
sion, 'Death is a lady’.”
When I heard of Neil’s death, I longed to 
ask him, “ Did you see her?” I’m sure that, 
with his professional commitment to ‘keep 
the camera rolling no matter what’ , if he 
could have taken a camera across to the 
other side to film her, he would have.
But was Neil just the observer, another 
silent participant in yet another Third World 
struggle, a voyeur safely detached behind 
the camera? Or was his the most effective 
role?
He held my respect for his ultimate 
commitment to the ‘truth’. When he wasn’t 
filming, he was a good journalist: zealously 
cross-referencing his facts, always looking 
for another angle, never accepting hear­
say. Whether the networks chose to run the 
stories his way or not was another matter — 
and a source of constant frustration to him.
Filming the Indochina war was Neil’s 
swan song. He had fallen in love with Asia 
and harboured a secret desire to return to 
his truest love — Cambodia — a desire 
thwarted by its occupation by the Viet­
namese after the war. The intensity of his 
commitment to covering the war, the friend­
ships formed and lost, made everything 
that followed an anti-climax.
After nine years of working for Visnews, 
he quit and went freelance, tired of their 
penny-pinching attitude towards him. 
During the final days of the Vietnam War, he 
made an agreement with NBC to cover the 
fall of Saigon. The figure agreed upon 
verbally for the footage was $5,000. When 
the end came in Saigon, most western 
correspondents and diplomats fled the 
capital, fearing a bloodbath. Neil stayed on 
to see his war through to the end. He filmed 
the victorious communist tank crashing into 
the gates of the presidential palace, first 
meeting resistance, then reversing back for 
a second try. This film, more than any other, 
seemed to reflect the years of struggle by 
the Vietnamese to overcome huge odds 
and free their country from foreign 
intruders.
The footage was much sought-after. The 
American Broadcasting Company offered 
him $50,000 for his film. He could have 
pitted the networks against each other, or 
he could have used the ABC offer to up his 
stakes. But NBC got its prized film for the 
agreed sum, without Neil ever mentioning 
the rival offer. For him, a man’s word was 
as good as a signed contract.
He was oddly superstitious. Thirteen was 
his lucky number. And he had a super­
stition about working for the Americans. He 
admired the great World War 2 camera­
man, Damien Parer, whose documentary 
about the Kokoda trail — Kokoda Front­
line — won Australia’s first Academy 
Award. Parer was killed in the latter days of 
World War II, after switching to work for the 
Americans.
Neil wrote to his biographer, Tim 
Bowden, a week before his death, and 
referred to the oft-made comparison 
between himself and Parer. “ Comparisons 
are not my cup of tea, although, I suppose, 
in many ways Parer and myself are similar 
characters. I’ve read about Damien Parer, 
I've certainly seen the great black-and-white 
35 mmfilmshetookduring World War II; and, 
of course, he was killed.
"Neither of us wanted to work for Ameri­
can companies, although in Parer’s day, as 
in mine, that was where the money was. We 
both wanted to cover things in a more 
individual way, and it seems we were close 
in the way that we approached things. But 
comparing cameramen is like comparing 
boxers of different eras. It can’t be 
measured like runners, with a stopwatch. 
I’ve seen some of Parer’s work and I’ve 
had the same reaction as most people — 
that he was crazy in his own way. But, 
aren’t we all?”
When your camera 
lens breaks and it’s 
impossible to shoot 
the final scene.. .
You’ve got everything in the can except the last vital shot. The crew costs 
you $20,000 a day when someone drops the camera lens. Suddenly you’re 
stuck on location (somewhere the other side of the black stump) twiddling 
your thumbs.
You need a lens...and you need it fast. You could spend hours calling charter 
operators praying that someone’s got a plane ready to take off straight away. 
Or you could simply call the Troubleshooters.
Not only have we got nearly every charter plane in Australia to choose from, 
but we also understand your needs and can offer you the broadest range of 
options to solve your impossible problem. And we do it now. Not tomorrow. 
Budget Air Services. When it comes to chartering planes or solving any 
transport logistics problems, we are the Troubleshooters.
Telephone (008)022544 from anywhere in Australia, toll free. AIRSERVICES
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Briefly . . .
■  Following on the success of last year’s 
season of contemporary French cinema, 
the Film Nouveau festival will take place 
again this year in Melbourne, Sydney, Bris­
bane, Adelaide and Canberra. The collec­
tion of twelve new films, organised by 
Daniel Chambon of DCF Film Distribution, 
will be accompanied by Lambert Wilson, 
star of Vera Belmont’s Rouge baiser and 
André Techiné’s Rendez-vous.
Of the sixteen titles currently listed in the 
programme, a dozen will be selected for 
the week-long festival. Each film will screen 
twice and all are in the original language, 
with English sub-titles.
At present, the films for selection include 
Escalier C (Jean-Charles Tacchella), 
Poulet au vinaigre (Claude Chabrol) — 
reviewed in the Cannes report in Cinema 
Papers No. 52 — No Man’s Land (Alain 
Tanner), Tangos (Fernando Solanas) — 
reviewed in the Venice Film Festival report 
on page 8 — L’été meurtrier (Jean 
Becker) and Le 4ème pouvoir, a Serge 
Leroy film that won Nicole Garcia the Best 
Actress award at the recent World Film 
Festival in Montreal (see David Stratton’s 
report on page 8).
Season's tickets for the festival range 
from $55 for a Gold Pass (twelve films), $42 
for a Silver Pass (eight films) and $16 for a 
Day Pass (three films). Individual session 
tickets are $7, and concessions are avail­
able for students, the unemployed and pen­
sioners.
Dates and locations are as follows: Bris­
bane, 15-24 November at the Village Twin; 
Adelaide, 22 November-1 December at the 
Trak Cinema; Sydney, 29 November-8 
December at the Academy Twin; Canberra, 
8-12 December at the Boulevard; and Mel­
bourne, 13-22 December at the Longford. 
For the limited selection on show in Can­
berra, tickets will be available on a session 
basis.
Further information on Film Nouveau can 
be obtained from the theatres in the respec­
tive cities.
■  To honour the contribution made to the 
media by news cameraman Neil Davis, this 
month’s general meeting of the AFI, on 27 
November, will discuss the proposal of 
instituting a scholarship in his name. 
Though the fellowship will not be 
administered by the AFI, if the proposal is 
accepted, the winner will be announced 
annually at the AFI Awards.
The scheme, initiated by David Bradbury 
and Davis’s colleagues, would see the 
introduction of the Neil Davis Fellowship, 
open to any Australian filmmaker, photo­
journalist, cameraperson or journalist under 
the age of 30. The successful applicant 
would be able to travel to Asia to under­
take a project of their own choosing.
The motivation behind the establishment 
of a trust fund is to keep Davis’s name alive, 
and to encourage the continuation of his 
work in the area of developing contact 
between Australia and Asia. Interested 
organizations and individuals can contri­
bute to the fund by sending cheques to: 
Neil Davis Trust Fund, 55a Shellcove Rd, 
Neutral Bay, NSW 2089.
In addition to this venture, the Australian 
War Memorial has established the Neil 
Davis Memorial Collection, a file of Davis's 
papers, scripts, magazine articles, letters 
and, most importantly, the precious footage 
that he was keen to preserve.
To top off this trio of tributes, a biography 
on Davis, currently being written by ABC 
radio journalist Tim Bowden, entitled Front­
line: Neil Davis Combat Cameraman, will 
be published by William Collins next year.
■  The AFC's Comedy Fund, in conjunction 
with the ABC, is currently conducting a 
comedy directors’ course, led by veteran 
British producer/director Duncan Wood.
Wood’s television credits for production 
and direction cover more than 38 television 
programmes and series, including Han­
cock’s Half Hour, Steptoe and Son, ’Til 
Death Us Do Part and Oh, Brother!, a
handful of features and commercials. As 
head of BBC comedy from 1970-73, he 
was responsible for a host of comic high­
points, including Monty Python’s Flying 
Circus, Porridge, Are You Being 
Served? and Dad’s Army
The three-week course commenced on 
21 October at the ABC studios in 
Melbourne.
A dozen participants, including Twelfth 
Night director Neil Armfield and art director 
Brian Thomson, cartoonist Bruce Petty and 
directors Rivka Hartman, John Thomson, 
Greg Woodland and Denny Lawrence, are 
working with ABC personnel and ten actors, 
on a selection of five situation comedy 
scripts.
The brains behind the course was John 
Clarke, a Comedy Fund consultant and 
Gillies Report regular, who felt that there 
was a dearth of television directors in Aus­
tralia who understood comedy.
The course is designed to train people 
whose skills lie in comedy in the techni­
calities of television. The organisers hope 
that this is a step towards “ getting comedy 
off the page and onto the screen’ ’.
B Two new Commissioners, Matt Carroll 
and Peter Faiman, have been appointed to 
the AFC to take up part-time positions for 
three years.
Carroll, whose history with the industry 
spans involvement with the Commonwealth 
Film Unit, the Australian Film and Television 
School, the South Australian Film Corpora­
tion and Network Ten, produced Sunday 
Too Far Away, Storm Boy, Breaker 
Morant, Money Movers and The Club 
During his time as executive producer at 
Network Ten, he was involved in the 
development of programmes such as 
Carson’s Law, Bodyline, Cowra Break­
out, Waterfront, Perfect Match, The 
Last Bastion and The Dunera Boys
Faiman’s credits as a TV producer and 
director include a range of programmes 
aired on the Nine Network during his stint 
there from 1962-84: The Don Lane Show, 
The Paul Hogan Show, The Logie 
Awards and The Graham Kennedy 
Show, and music specials starring Frank 
Sinatra, Elton John, Boy George and Neil
Caroline Cellier in Claude Chabrol’s Poulet 
au vinaigre, one o f the twelve recent French 
films on show in the Film Nouveau festival 
screening in most capital cities.
Diamond. In 1985, he established his own 
production company, and has just finished 
directing his first feature, Crocodile 
Dundee.
In other AFC news, three documentaries 
have been awarded grants through the 
Special Production Fund. They are War 
Brides (producers Tony Wilson and 
Lucinda Strauss), Sydney Dance Com­
pany 1985 (producer John Tristram) and 
W itch Hunt (p ro d u c e r  B a rb a ra  
Chobocky).
B A series of staff changes at Film Victoria 
has been headed by the announcement 
that director Terence McMahon will take 
over the reigns of Greater Union Film Distri­
butors in Sydney from 9 December.
In a successful stint six months short of 
his three-year contract with Film Victoria, 
McMahon has seen an increase of 600% in 
the Corporation’s projects budgets and a 
ten-fold increase in the level of production.
In other shuffles, creative development 
officer Anne Turner has been replaced by 
Kerrie McGovern, who assumes the dual 
titles of project officer and creative and 
cultural development.
Producer-in-training Sally Semmens 
has left to assume the position of casting 
co-ordinator on Syme International’s new 
project, Nancy Wake 
f l  A season of 30 features from New 
Zealand has recently screened at the John 
F. Kennedy Centre for the Performing Arts 
in Washington. The month-long season was 
presented by the American Film Institute, in 
association with the New Zealand Film 
Commission. Kicking off the festival was 
Michael Firth’s Sylvia. Other films featured 
in the season included Leave All Fair — a 
special prize winner at the Taormina Film 
Festival, reviewed by Don Ranvaud in 
Cinema Papers No. 53 — Vigil (featured in 
that issue), Constance, Geoff Murphy’s 
Utu and The Quiet Earth, Sleeping 
Dogs, Smash Palace, Goodbye Pork Pie 
and Beyond Reasonable Doubt 
FESTIVAL: The Sixth Sydney Super 8 Film 
Festival will be held at the Chauvel Cinema 
in Sydney from 13-17 November and in 
Melbourne from 21-25 November at the 
Glasshouse Cinema at RMIT. Information 
about the festival can be obtained from the 
Sydney Super 8 Film Group. 
APPOINTMENTS: Penny Chapman has 
been appointed director of the AFC’s 
Special Production Fund. Currently director 
of the Project Development Branch at the 
AFC, Chapman has a strong film produc­
tion and arts administration background. As 
director of the Project Development 
Branch, she has been responsible for the 
establishment of the Script Office, the Docu­
mentary Fellowships, the Producers 
Support Scheme and the Comedy Fund.
Two further directors have been 
appointed to the Board of the Village Road­
show Corporation. They are Robert Reid, 
financial controller of the Corporation and 
Robert Kirby, general manager of Road­
show Home Video.
AWARDS: A video produced by North- 
bridge Films for the Young Lawyers section 
of the NSW Law Society has won a major 
film training award.
Tell Us in Your Own Words, directed 
by Karl Zwicky and starring Martin 
Vaughan, Dianne Craig and Pat Bishop, 
was awarded the Best Entry prize in the 
general section of the National Film 
Training Awards.
The competition attracted entries from all 
over the world, including a strong repre­
sentation from the UK, showcasing film 
from the BBC, films from the Australian Film 
and Television School, and the AFC/Film 
Australia.
Zwicky, who co-wrote the video with 
barrister Len Linden, has previously won 
an award for Best Short Film at Cannes.
Hector Crawford has been chosen as the 
recipient of the first RSA-Hartnett Medal, in 
recognition of his contributions to music 
and broadcast entertainment. The medal 
has been instituted in honour of Sir 
Laurence Hartnett, founder of the Victorian 
chapter of The Royal Society of the A rts .^
Contributors
John Baxter is a film reviewer for The 
Australian and author of numerous books 
on the cinema.
David Bradbury is a documentary film­
maker, whose films include Public Enemy 
Number One and Nicaragua No 
Pasaran. His film, Frontline, provides an 
account of Neil Davis’s work as a combat 
cameraman.
Marcus Breen is a Melbourne-based 
journalist, freelance writer and documen­
tary filmmaker.
Mick Broderick works as a publications 
officer with the Australian Conservation 
Foundation and is a freelance writer on film. 
Pat H. Broeske is a freelance journalist 
and writer on film based in Orange, Cali­
fornia.
Raffaele Caputo is a freelance writer on 
film.
Lorenzo Codelli is a freelance journalist 
based in Trieste, a contributor to Postif and 
Italian correspondent for the International 
Film Guide.
Ray Comiskey is film critic for The Irish 
Times.
Christine Cremen is a freelance writer on 
film.
Mike Downey is a writer, lecturer on Yugo­
slav and Eastern European film, and pre­
senter of an English-language programme 
for TV Belgrade.
Eva Fornazaric is a film critic for the Italian 
daily Primorski Dnevnik and contributes to 
various magazines and television pro­
grammes.
Peter Galvin is a freelance writer on film. 
Sarah Guest is a director of the Australian 
Council for Children’s Film and Television 
and a board member of Film Victoria.
Steve Hanson is a librarian at the Uni­
versity of Southern California and is writing 
a screenplay about Wyatt Earp.
Fred Harden is a film and television pro­
ducer and has a regular column on tech­
nical information in The Video Age.
Paul Harris is co-host of Film Buffs' Fore­
cast on 3RRR and a regular contributor to 
The Age.
Sheila Johnston is a London-based writer 
and film critic for LAM magazine.
Paul Kalina is a freelance writer on film. 
Adrian Martin is a tutor in Film Studies at 
the Melbourne College of Advanced 
Education.
Brian McFarlane is a lecturer in English at 
the Chisholm Institute.
Belinda Meares is a New Zealand-born 
freelance writer working out of Paris.
Dave Nash is a freelance writer on film. 
Mike Nicolaidi is a freelance writer and 
contributor to Variety.
Dieter Osswald is a journalist and contri­
butor to Film echo.
Penny Robins is an independent video 
p roducer who is research ing the 
independent scene in Britain with the assist­
ance of the AFC and Film Victoria.
Bill and Diane Routt are a couple of Mel­
bourne academics.
Tom Ryan lectures in Media Studies at 
Swinburne, contributes to The Video Age 
and reviews films for the 3LO Sunday 
show.
Jim Schembri is a journalist at The Age. 
Mark Spratt is a freelance writer on film. 
Sally Stockbridge is a tutor in Cinema 
Studies at La Trobe University.
David Stratton is the host of Movie of the 
Week on SBS TV and reviews films for 
Variety.
Phil Tripp is a music video consultant for 
the Department of Trade and the Australian 
Film Commission and writes for 30 trade 
and consumer publications around the 
world, including Billboard, Variety and 
Flollywood Reporter.
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taking Australia to 
the World.
The P ro o f.. .
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A n tigua E g y p t L u x em b o u rg St. K itts
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B elgium G ib ra lta r N e th e rlan d s Spain
B olivia G reece N ew  G u in ea Sri L an k a
Brazil G u a tem a la N ew  Z ea land S w aziland
B ulgaria H o n d u ras N ica rag u a T aiw an
C a n a d a H ong  K ong N igeria T hailand
C hile H u n g ary N o rw ay T obago
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C o s ta  R ica Iran P araguay U nited  K in g d o m
C u rac ao Ireland Peru U nited  S ta te s  o f  A m erica
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D en m a rk Jap an Poland Y ugoslav ia
D ubai Jo rd an Portugal Z am b ia
E a s t G e rm an y K en y a Q a ta r Z im b ab w e
Our programs have been sold in these countries.
News Plus — Festivals & markets
Women directors take top prizes at the 
Venice Mostra
Special awards for two veteran directors
More than half the films in competition at 
this year’s Mostra Internazionaie del 
Cinema turned out to be very long. But Le 
Soulier de satin (The Satin Slipper) was
by far the longest. Manoel de Oliveira’s 
theatrical masterpiece, based on the epic 
poem by Paul Claudel, with brightly false 
colours, papier-rricich£ backgrounds and 
stylized performances, ran for a mammoth 
six and three-quarter hours.
Very few people, even members of the 
jury, made it through to the end, and the 
veteran Portuguese director received a 
Special Golden Lion for the body of his 
work. In competition, his film was really 
beyond judgement.
So, too, in a completely different way, 
was John Huston’s Prizzi’s Honor. But 
this ironical mafia movie, starring a charm­
ing Jack Nicholson with special make-up 
on his upper teeth, supported by William 
Hickey as the ‘padrino’, and with the two 
leading female roles played by an ugly and 
despotic Anjelica Huston and a sweetly
murderous Kathleen Turner, deserved a 
major prize. So the jury, with Solomon-like 
wisdom, gave Huston a Special Golden 
Lion as well.
The aforementioned jury, headed by 
Polish director Krzysztof Zanussi, decided 
that the best director of the Venezia XLII 
competition programme was Agnes Varda, 
who impressed both public and critics with 
the adventures and loneliness of Mona (an 
outstanding performance by Sandrine 
Bonnaire), the main character in her Sans 
toit ni loi
For the Silver Lion, given to the director of 
a first or second feature film, there were 
only three to choose from this year. But the 
all-male jury gave it to the other woman 
director in competition, Marion Hansel, for 
her second feature film, Dust, from 
Belgium, which starred Jane Birkin as a 
daughter sexually attracted by her father
Sandrine Bonnaire as Mona in Agnès 
Varda’s Sans toit ni loi.
(an aged Trevor Howard), but somehow 
violently involved (the film is set in South 
Africa) with both her black servant and his 
wife. .
Because of the Lions awarded to the 
directors and films in which Bonnaire and 
Birkin had the leading roles, they seem to 
have been regarded as already having 
won. So, this year, there was no Best 
Actress award at all on the Lido. Instead, 
the jury simply mentioned three other 
actresses: Themis Bazaka for Petrina 
chronia (The Stone Years), directed by 
Pantelis Voulgaris (Greece), Galja Novents 
for Tango nasega detstva (The Tango of 
Our Youth), directed by Albert Mkrtcian 
(USSR), and Sonja Savic for Zivot je lep 
(Life is Beautiful), directed by Boro Dras­
kovic (Yugoslavia).
The first two had minor parts in rather un­
worthy films; the third, an outstanding 
24-year-old actress, was the recipient of the 
only ‘official’ reward given to Draskovic’s 
work. His subtle story of the violence that 
arises when a hundred strangers are forced 
to pass a few days holed up in a pub was 
one of the surprises of the festival.
So, too, was Orlow Seunke’s chilly 
drama, Pervola, from Holland (more fully 
discussed in the report on the Dutch Film 
Days), another demonstration of how cruel 
and violent, even without an open fight, a 
relationship between brothers can be.
A good deal of the competition was, in 
fact, concerned with violence: Gerard 
Depardieu (this year's Best Actor, for his 
playing in Maurice Pialat’s Police) found 
himself up against the bitter-sweet violence 
of a Paris police station; then there were the 
aggressive discussions in and out of The 
Lightship, the movie that won Jerzy Skoli- 
mowski (transplanted on this occasion to 
the USA) the second jury prize.
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Canadian cinéphiles make Montreal 
festival a hit
Overlap with Venice is not a major handicap
The grandly-named World Film Festival in 
Montreal is North America's only inter­
nationally recognised competitive event. 
And its location, in North America’s most 
cosmopolitan city, makes it an important 
date on the festival calendar. The unfor­
tunate fact that it overlaps (by a full week 
this year) with the well-established and 
prestigious Venice festival means, however, 
that many people who would otherwise visit 
Montreal simply cannot get there.
This doesn’t seem to have deterred the 
festival’s founder/director, Serge Losique, 
nor the thousands of Canadian cinéphiles 
who crowded the five-cinema Parisien 
complex in the centre of the city, which is 
where the festival takes place. And, since 
Montreal is not much bigger than Sydney, 
the attendance was impressive.
There are no season tickets available for 
the festival: tickets are sold for each session 
at a fraction under regular box-office admis­
sion prices. Screenings start on every day 
of the twelve-day event at 9 am, with the last 
film usually getting under way between 
10.30 and 11 o’clock at night. Each film is 
screened twice, with the official competition 
screenings getting a gala presentation at 
the Place des Arts, across the way from the 
Parisien. Incredibly, almost all the screen­
ings — including additional ones at a 
University site — were jam-packed at all 
hours of the day. Indeed, press people
tended to miss out if they arrived late for a 
particularly popular session.
Putting together 20 features each year to 
participate in the competition must be one 
of Losique’s most difficult tasks, since he is 
in direct competition with Venice, and the 
Lido usually succeeds in stealing the 
cream. However, Venice director Gian­
Luigi Rondi’s taste can be pretty poor at 
times (he rejected My First Wife last year); 
and, when it is, Losique is able to step in.
Montreal is also more flexible as regards 
prior screenings of competitive entries, 
which explains why Spain’s Padre nuestro 
(Our Father), already seen in the Un 
Certain Regard section at Cannes, was 
able to win the Grand Prize of the Americas. 
Francisco Regueiro's film concerns a dying 
cardinal (Fernando Rey) who returns from 
the Vatican to the Spanish village where he 
grew up, and is faced with several hard 
realities about his life. Excellent perform­
ances from Rey, and from Francisco Rabal 
as the cardinal’s atheistic brother, enhance 
this somewhat tentative satire on the 
church.
Second prize from the jury (chaired by 
Ivan Passer) went to the Hungarian film, 
Uramisten (The Philadelphia Attrac­
tion), by Peter Gardos, a modest but attrac­
tive movie about the friendship between an 
ambitious young man and an elderly illu­
sionist who knows (but refuses to reveal)
the secret of a famous magic trick. Gardos, 
making his first feature, elicits very appeal­
ing performances from his two leading 
actors.
Acting is also the strength of Agnieska 
Holland’s first West German film, Bittere 
Ernte (Bitter Harvest), for which Armin 
Müller-Stahl won the Best Actor Award. He 
plays a Polish farmer who hides a Jewish 
refugee during the war and takes 
advantage of her — a variation on the 
theme of John Fowles’s The Collector.
Nicole Garcia won Best Actress for her 
role as an investigative TV news anchor­
woman in Serge Leroy’s Le 4eme pouvoir 
(The 4th Power), a thriller about govern­
ment manipulation of the media which 
would go over well in Australian art houses. 
Also starring is Philippe Noiret, who plays a 
journalist jailed for exposing corruption in 
the French government.
The festival’s other official French entry, 
Jacques Deray’s On ne meurt que deux 
fois (You Only Die Twice), is also a 
superior thriller, in which the splendid 
Michel Serrault plays a tired cop whose 
murder investigation leads him to an affair 
with the probable killer, played with wan 
sexuality by Charlotte Rampling.
This was the last screenplay by the late 
Michel Audiard, and it positively bristles 
with amusing dialogue and near-authentic 
film noir situations. Indeed, the Montreal 
festival had more than its share of thrillers, 
since the Australian entry was The Empty 
Beach, which shattered a few illusions 
about wholesome Australia.
The Air Canada award for the most 
popular film of the festival (according to an 
audience poll) went, not unexpectedly, to a 
local production, Le matou (The Alley-
Zanussi & co. gave the Grand Jury Prize 
to Fernando Solanas for his ‘tanghedia’ 
(tango + tragedy + comedy), Tangos — 
el exilio de Gardel (Tangos — The Exile 
of Gardel), a fascinating film, written and 
played as an Argentinian tango, about 
exiles living in Paris and remembering the 
desaparecidos of home.
As at most festivals, some of the more 
interesting events came in the out-of-com­
petition sections, homages and retro­
spectives. Venice had its retrospective, too: 
the smiling face of Mickey Mouse 
announced that this was the year of Walt 
Disney Productions. Another section, 
‘Venice Youth’, presented the so-called 
spectacular movies, like Back to the 
Future, Lawrence Kasdan’s Silverado 
(which appealed to all audiences), Paul Ver- 
hoeven’s gory Flesh and Blood, complete 
with plague, pilgrims and sex crimes, 
Cocoon and Mad Max: Beyond 
Thunderdome
Less spectacular but more serious were 
the works in 'Venezia Speciali’, a sort of 
fruit-salad section, including some out­
standing film events. First came the 
homage to the genius of Eric von 
Stroheim, with the ‘complete’ version of his 
Queen Kelly, including the scene of Gloria 
Swanson’s culottes in Walter Byron’s 
hands, and some frames of the Poto-Poto 
whorehouse that make us regret the parts 
that are lost.
To celebrate the 40th anniversary of the 
end of World War II, ‘Venezia Speciali’ pre­
sented the French production, Shoah 
(Holocaust), by Claude Lanzmann — a 
unique documentary about the destruction 
of European Jews by the Nazis, which 
shows neither corpses nor concentration 
camps.
Under the same label, a film about a film­
maker: George Stevens, a Film, by his
son and with the participation of all his 
friends; the screen version of Death of a 
Salesman, directed by Volker Schlondorff, 
with Dustin Hoffman; and a delightful Hong­
kong film, Shanghai zhi ye (Shanghai 
Nights), by Tsui Hark, an easy-going love 
story, full of bright colours and humour — a 
sort of sophisticated Hollywood comedy 
with some fresh breezes from Asia.
Eva Fornazaric
8 — November CINEMA PAPERS
News Plus — Festivals & markets
Adriatic festival celebrates upsurge in Yugoslav cinema
Cannes prize-winner may herald more foreign distribution
Though ailing financially, the Yugoslav film 
industry is currently in fine artistic fettle, with 
a handful of films all capable of international 
festival success and foreign distribution.
In addition to Emir Kusturica’sjSannes 
Palme d'Or winner, Otac na sluzbenom 
putu (Father on a Business Trip), Yugo­
slav films have already earned major 
awards at Moscow, Cracow, Rotterdam 
and last year’s Venice Festival.
At Pula, the holiday atmosphere and the 
genuine feeling of celebrating a nation’s 
cinematic achievements reigned supreme. 
But, marvellous though it was to share a film 
experience with ten to fifteen thousand 
people for seven nights in a gem of a 
Roman amphitheatre overlooking the 
Adriatic at sunset, there are times when it 
would have been more appropriate to see 
some of them on video. Sadly, that sort of 
facility does not as yet exist.
This year saw an average-sized crop of 
27 films, fifteen of them in competition. The 
total was made up of nine from Serbia, six 
from Croatia, five from Slovenia, three from 
Bosnia, two from Kosovo, and one each 
from Macedonia and Vojvodina.
The best of a bad bunch from Slovenia 
was Matjaz Klopcic’s Dediscina (The 
Inheritance), in which the doyen of Slo­
venian filmmakers achieves very little 
beyond the evident confusion of foreign 
and local viewers alike. Shown in the Un 
Certain Regard section at Cannes this year 
(where it got a rather chilly reception), this 
truly Zolaesque chronicle of the Urhunc 
family from 1914 to the advent of com­
munism suffers at the hands of Klopcic’s 
heavy-handed and primitively determinist 
style, where he creates a world in which 
everything is biologically pre-ordained. The 
result is thoroughly boring, beautifully shot, 
hysterically performed and philosophically 
reactionary.
Klopcic’s national self-obsessions are 
indicative of a current trend in Yugoslav 
film: to become even more inward-looking 
than it already is. Vital though Yugoslav 
themes may be to the commercial success
Left, Fernando Rey as the dying cardinal in 
Francisco Regueiro’s Padre nuestro, which 
won the Grand Prize at Montreal.
Cat), by Jean Baudin, whose Mario proved 
surprisingly popular at the Sydney festival 
this year. The new fiim is not likely to follow 
suit: a vastly overlong adaptation of a rather 
simple-sounding novel, it was made simul­
taneously as a mini-series, and it shows. It is 
a story of battlers trying to come up from 
under in the Montreal restaurant business, 
and facing the hostility of a Machiavellian 
character, unconvincingly played by 
French actor Jean Carmet.
The competition represents only a frac­
tion of Montreal’s programme of some 170 
feature films. The Hors Concours section 
included some of the highlights of Cannes 
and Berlin, and this year’s national focus 
was on Hungary, with ten films, spear­
headed by Istvan Szabo’s Redl Ezredes 
(Colonel Redl). There was also a reason­
ably comprehensive Latin American 
section, plus a huge, catch-all Cinema of 
Today and Tomorrow section, which 
embraced such diverse items as Bill 
Bennett’s A Street to Die, Juzo Itami’s 
extraordinary black comedy, Ososhiki 
(The Funeral), and a dreadful action piece 
called Sheng Gang Qi Bing (Red Guards 
in Hong Kong)
The festival opened and closed with films 
from major studios: Norman Jewison’s 
Agnes of God, a popular choice in that it 
was filmed in Montreal, but otherwise a dull 
starter; and Ivan Passer’s Creator, which 
was something of a fizzer in spite of Peter 
O'Toole’s engagingly familiar presence.
David Stratton
Miki ManojloviL (Miki) strangles Gala 
Videnovic (Vesna) in Srdjan Karanovi6’s 
Jagode u grlu (Hard to Swallow).
of films on a local basis, to insist on such a 
total disintegration into republics is absurd. 
After all, there are only good films and bad 
films.
One film which rose above regional defin­
itions (and one of the few ai Pula with uni­
versal qualities) was Srdjan Karancvic’s 
! Jagode u grlu (Hard to Swallow). Two 
| years after his internationally successful 
' Nesto izmedju (Something in Between),
| Karanovic has again come up trumps with 
| this powerful and claustrophobic chamber 
, piece.
! Ten years on, he has taken the char- 
j acters from his much acclaimed TV series, 
j Grlom u jagode (The Reckless Years), 
and presented them in a very personal 
account of the moral wasteland of middle 
age. Bane Bumbar (‘Bumble Bee’), played 
by Branko Cvejic, and a group of ex-class­
mates decide to celebrate the arrival of an 
old schoolfriend, Miki Rubiroza (Miki Manoj- 
lovic), who has spent the last ten years get­
ting rich in Switzerland. The film takes place 
on the night of his arrival, and is situated 
almost entirely within the confines of a small 
cafe-boat on the River Sava.
The drunken revelry that ensues allows 
them to revel in their memories of the 
sixties, revealing their lost hopes, false 
dreams and shattered illusions in an 
absurd, sentimental and strikingly touching 
manner. This brave and technically accom­
plished film honestly presents a group of 
middle-class Yugoslav intellectuals, who 
are all successful socialists, in a bitter 
though highly sensitive light, carefully 
analyzing their status and position in 
society, and the strange feelings of frustra­
tion that they all experience. 
v  Also in a league of its own was Zdravko 
Sotra’s film for children, Drzanje na 
vahduh (Hanging on to Thin Air) — a 
piece entirely worthy of international dis­
tribution. Two years after Sotra's abysmal, 
ideologically purist effort, Igmanski mars 
(The Igman March), we now have a more 
mature and critical approach to another 
war theme: that of war orphans. With no
known ancestry, identity, parents or family 
to fall back on, the six-year-old hero of the 
piece is just like the tightrope-walker whom 
he admires, and who is literally 'hanging on 
to thin air’.
The film that swept the board at Pula, 
however, winning the Golden Arena 
awards for best film, direction and leading 
male and female roles was, inevitably, 
Father on a Business Trip And, dis­
appointing though it was that the jury, led 
by the unpredictable director Purisa Djor- 
devic, seemed highly influenced by the 
film’s success at more prestigious inter­
national festivals, the awards were entirely 
merited.
It is also worth insisting that it is not a 
’dissident’ film in any shape or form. Nor is 
Kusturica ’playing with fire’ as far as the 
current regime in Yugoslavia is concerned: 
the mistakes made during the 1948 split 
with the Cominform are openly recognised 
and debated in the Yugoslav political and 
literary worlds more or less ad nauseam.
Father on a Business Trip is a highly 
spiritual film. I hesitate to call it poetic, for at 
times the ‘poetry’ of Kusturica and his 
screenwriter, Abdullah Sidran, is obviously 
forced. In many ways, it conforms to the 
classic style of Yugoslav bitter-sweet, tragi­
comic drama. And the performance of 
Mirjana Karanovic as the mother must not 
go unmentioned. I cannot remember a 
better female performance in a Yugoslav 
movie. Her strength carries us through the 
kaleidoscope of emotions she experiences: 
the worry and terror at her husband’s 
arrest, her bitter hatred for her brother who 
sent him away, and the nightmarish anxiety 
for her children.
All in all, it has been a good year for 
Yugoslav film. But it is worth remembering 
that many major filmmakers who would 
improve the general standard of any 
nation’s annual production were not 
present: DuSan Makavejev, Vatroslav 
Mimica, Karpo Godina, GoraQ, Paskajievic, 
Rajko Grlic, Veljko Bulajic, Zelimir Zilnik, 
Lordan Zafranovib and Slobodan Sijan. The 
hope is that, with their return to the big 
screen, Yugoslav cinema will press 
onwards to even greater successes.
Mike Downey
San Sebastian 
regains its ‘Class 
A ’ status
But most of the fare 
remains second-rate
Nestling comfortably between the Pyrenees 
and the Bay of Biscay, San Sebastian, 
Jewel of the Basque Coast, does not lack 
for charm. But San Sebastian, the Inter­
national Film Festival, celebrating its 33rd 
birthday this year, is becoming distinctly 
weary. This year, the Festival, running from 
19 to 28 September, had good cause to 
celebrate, with the return of its ‘A ’ class 
status by FIAPF, after a remarkable eight 
years in the doldrums. The organisers, 
however, seem to have had major 
problems putting together a half-way 
decent selection.
Still, a panoply of stars and celebrities 
were on hand: Jacqueline Bisset, dancer 
Alexander Godunov (who appears in Wit­
ness), Krzysztof Zanussi, Ugo Tognazzi, 
Don Ameche, Marisa Berenson and Ben 
Cross all made brief appearances. Few of 
them had anything to do with the films in the 
programme, however, and their presence 
was strangely redundant.
Of the fifteen films in competition, few 
merit detailed comment. The nine entries 
from Spain and Latin America were well 
below par, with the possible exception of 
La ciudad y los perros (The City and the 
Dogs), by the Peruvian director Francisco 
J. Lombardi, a tale of coming of age and 
moral dilemmas in a Santiago military 
academy.
Among the six remaining nations repre­
sented,there were one or two pleasant sur­
prises. The Golden Conch for best feature 
film was deservedly won by the Polish 
director, Radoslaw Piwowarski, for his 
sixties nostalgia piece, Yesterday. Set in a 
small Polish village, it tells the story of four 
lads obsessed by western pop music and 
fashion, nicknamed John, Paul, George 
and Ringo, who form a band in an attempt 
to create their own world amidst the tyranny 
of their quasi-military school and overbear­
ing church.
Focussing more closely on Ringo (played 
by Piotr Siwkiewicz, who won the prize for 
best male performance), Piwowarski charts 
j his growth from boy to man through his dis­
! covery of music, first love, expulsion from 
school, attempted suicide, committal to a 
mental hospital, and the final recapturing of 
his childhood sweetheart.
What emerges is a rich and charming 
analysis of the ail-embracing influence of 
sixties pop culture in the context of the rela­
tive economic poverty, yet spiritual wealth, 
of a small, Central European backwater. It 
is a film of dreams, initiations and memories 
turned sour, not only because of the way it 
is framed by tragic events, but also 
because of the powers that be, who force 
the group to disband and (shock, horror!) 
get their hair cut.
At the other end of the artistic spectrum 
was Javier Rebello’s Golfo de Viscaya 
(Bay of Biscay), a film lasting 90 minutes, 
but with a story that could have been told in 
ten. It is a sterile, empty film, telling the story 
of a journalist returning to his native Bilbao 
after fifteen years in South America, who 
gets an assignment bringing him into direct 
confrontation with a Basque terrorist 
organisation. One cannot help but think that 
its selection was a matter of political 
expediency.
The better of the two French entries was 
Jacques Doillon’s La vie de famille 
(Family Life), a highly self-conscious piece 
about a journey undertaken by a father 
(Sami Frey) and his daughter (Mara Goyet) 
in order to settle the problem of their rela­
tionship. At times reminiscent of Bertrand 
Blier’s Beau pere, it continues the obses­
sion that French filmmakers seem to have 
about incest. The couple’s car trip to
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Nice Festival, shame about the films
Dutch Film Days provide usual extensive overview, 
but limited stimulation
Madrid runs parallel to their spiritual 
journey, and the video film that they make 
on the way provides a vital and at times 
ironic commentary since, ultimately, it is 
only through the medium of the camera 
and the screen that they can open their 
hearts to each other.
Israel was represented by Nissim 
Dayan’s On a Narrow Bridge, which 
attempts to explore Arab-Jewish relations in 
the occupied territory through a love affair 
between a divorced reservist, Benny 
(Aaron I pale), and Laila (Makram Khury), 
the widow of a prominent Arab. Her initial 
revulsion towards him (glibly) transforms, 
first into a mutual attraction, and thence into 
a passionate affair, frowned on by Laila’s ex 
in-laws, who encourage her brother to exer­
cise his traditional right to blood revenge. 
Although it is a film of rhythm and pace, the 
build-up is more interesting than the climax, 
which leaves the viewer somewhat short­
changed.
It was the Zona Abierta (‘Open Zone’) 
section, though, which included possibly 
the greatest single achievement by any film­
maker at the Festival, Babel Opera, ou la
Now in its fourth year, the Worldwide Video 
Festival, held at the Kijkhuis (‘Looking 
House’) in The Hague from 10-15 Septem­
ber, has the air of a well-established ritual. 
Focussing primarily on video art but con­
cerned to appear even-handed, its 119 
events, selected from over 1,500 entries, 
also included a number of documentaries 
from Europe, Britain, Central and South 
America and the United States.
The name ‘worldwide’ is perhaps a state­
ment of intent rather than fact: other than 
the countries mentioned above, only Japan 
is to be added to the list. Festival guests 
were mostly European, with one or two 
people from each of the US, Canada, Chile, 
Israel and Australia.
The Kijkhuis itself was the Festival’s 
central venue, where productions were 
shown in three auditoria in a continuous 
programme, running from 11.00 am to 1.00 
am daily. Two- and three-monitor works 
and video installations were located in a 
nearby art gallery and in the City Museum, 
and these were also open to the public.
In terms of trends, the advent of Channel 
4 in Britain, the existence of ZDF in 
Germany and other European systems, 
together with the impact of cable and 
satellite on broadcasting, have led to a 
marked increase in the number of large- 
scale productions by independents which 
are designed to be broadcast.
Of those that I saw, Louis Hock’s A 
Chronicle of Life Outside the Law, Rob 
Rombout’s L’homme qui en disait trop 
and David Shulman’s Race Against 
Primetime were outstanding. Louis Hock 
lived amongst Mexicans, most of whom 
were illegal immigrants to the US, for 
several years, and has provided a fascina­
ting picture of their often furtive existence 
within US double standards (the US needs 
their labour, but won’t improve their condi­
tions).
Rob Rombout works as one of a produc­
tion group funded jointly by Belgium's two 
union bodies and a university to produce 
work for local cable broadcast. His unit has 
complete freedom of choice in subject 
matter, provided it is ‘socially relevant'. In 
L’homme qui en disait trop (The Man 
Who Said Too Much), excerpts from TV 
news, interviews and dramatizations of 
reality all combine with an elaborate sound­
track to reconstruct the stages of an 
unequal and solitary battle recently fought 
by a union leader in Belgium, when a social 
conflict at an Antwerp factory resulted in his 
suspension from his duties.
In Race Against Primetime, David 
Shulman, an independent videomaker from
Répétition de Don Juan (Babel Opera, 
or the Rehearsal of Don Juan), by jury- 
member André Delvaux. In this, his first 
film since Benvenuta (1983), the Belgian- 
born director, musician, writer and teacher 
returns to his native country for inspiration.
Through the cosmopolitan and polyglot 
lives of a group of opera singers cast in a 
production of Mozart’s Don Giovanni, 
Delvaux not only explores the problems of 
a multi-cultural Belgium, but allows the 
backdrop of the opera to mirror the nature 
of the relationships between Francois, the 
director (Francois Beukelaers), Sandra, his 
lover (Alexandra Vandernoot), and the flirta­
tious Stéphane (Stéphane Escoffier).
Originally shown in competition in Mon­
treal this year — where it failed (surprisingly) 
to be among the prizewinners, Delvaux’s 
film has the texture and density of a total 
work of art, weaving together a multitude of 
levels and motifs: musical, verbal and 
pictorial. Babel Opera is a parable for the 
landscape of modern Belgium; though at 
times rarefied, it is compelling from begin­
ning to end.
New York, was funded to produce an 
impressive analysis of the NBC, ABC and 
CBS network news coverage of a provoca­
tive court verdict in Florida in 1980, and the 
violent race riots that followed. In doing so, 
he raises issues relating to journalism and 
the media apposite to all western demo­
cracies, not least Australia.
Computer video allied to the psychedelic 
light shows of the sixties seems (almost) to 
have had its day, with the odd unpalatable 
exception from the US. By contrast, video 
drama and music video (image-music syn­
thesis and harmony, as opposed to the 
image ‘selling’ the music) are on the 
increase, with a number of productions 
intended for broadcasting, such as Tom 
Phillips and Peter Greenaway’s A TV 
Dante, an extravagant modern interpreta­
tion of Dante’s Inferno.
In this vein, screened several times by 
popular demand, was a work by Dutch 
sometime TV producer/director Jaap Drup- 
steen. In Hyster Pulsatu, Drupsteen con­
ducts ‘an experiment’ with a beautifully 
choreographed piece where the music 
pulse (synthesizer) is synchronized with the 
image through the video mixer — not a per­
formance recorded on video, but a real 
video performance, conceived within the 
frame of the screen, and all for a cost of 
approximately $A45,000.
In the rest of the selection came huge- 
budget Japanese special effects extrava­
ganzas such as Ko Nakajima’s Mount Fuji 
and, right at the other end of the political 
spectrum, the British ‘scratch’ videos. This 
technique, of recycling and careful 
repositioning of film and television images 
by the British scratchers, has been effec­
tively used to produce entertaining and 
subversive political comment.
Jon Dovey, Graham Hodge and Tim 
Morrison’s Death Valley Days presents an 
apocalyptic vision of Reagan trapped 
between film and reality. The funniest part 
constructs a love affair between him and 
Mrs Thatcher, and also serves brilliantly as 
a demonstration of information manipula­
tion and misinformation. It has proved a 
copyright clearance nightmare, as Jon 
Dovey recently discovered, in the process 
of meeting requirements for the tape to be 
screened in Channel 4 ’s Eleventh Hour 
slot. But, despite objections about mis­
representation raised by the Independent 
Broadcasting Authority, the screening is to 
go ahead, including some scratch of the 
out-takes of a TV interview with Mrs 
Thatcher. It should prove interesting 
viewing.
Penny Robins
1985 has, by general consensus, been a 
less than triumphant year for the Dutch film 
industry. By the time of the annual Dutch 
Film Days, celebrating its fifth birthday at 
the end of September in its now established 
home of Utrecht, a dear downward trend 
could be observed in overall Dutch cinema 
attendance figures (though the proportion 
of the national box-office accounted for by 
Dutch films was marginally up, to a fairly 
impressive 19%).
But the films on show at the Film Days — 
and in the simultaneous (but shorter) Dutch 
Film and Television Market — were notice­
ably lacking in the excitement generated in 
previous years.
The Film Days, which take over Utrecht, 
provide an opportunity to see the year's 
crop of films. And the Film and Television 
Market sometimes seems to be more of an 
extension of this overview function than a 
market. The majority of the ‘business’ 
that is done is in setting up overseas 
seasons of Dutch films (a Hungarian dele­
gation was on hand this year to just that 
end, as was the Australian Film Institute’s 
Michael Fitzgerald, discussing a major 
event for Bicentennial Year); ensuring that 
films are programmed in overseas festivals 
(Berlin, Goteborg, London, Seattle and 
Vancouver were represented); and placing 
short films and documentaries on foreign 
(particularly American) television.
Those purposes the Market fulfills with 
admirable efficiency and in an atmosphere 
that is probably unique to Utrecht. The 
Dutch Film and Television event is that rarity 
among markets: a film fair with a distinctly 
personal touch. Which makes it all the 
sadder that the films on show were some­
what below par.
As in previous years, the indigenous 
Dutch product was boosted by a couple of 
films from south of the border, from 
Flemish-speaking Belgium, represented by 
Film Flanders. Both of them have been on 
show elsewhere, and the better-known of 
the two, Marion Hansel’s Dust, won a 
Golden Lion at Venice.
The other Flemish film, Permeke, was a 
dramatized and partly fictionalized docu­
mentary about the unjustly forgotten 
Flemish expressionist, Constant Permeke. 
Co-directed by veteran documentarist 
Henri Storck and Patrick Conrad, 40 years 
his junior, it is visually stunning (the camera­
man is Marc Koninckx, a new name to me) 
and almost constantly challenging in its 
approach to art history. In fact, I found it 
more interesting than Dust which, in its 
adaptation of J.M. Coetzee’s novel, In the 
Heart of the Country, is often depressingly 
literal.
Bruno Ganz (left), Renee Soutendijk and 
Gerard Thoolen in De Ijssalon (The Ice­
Cream Parlour).
Being set in South Africa, Dust is in 
English. So, too, were a surprising propor­
tion of the indigenous Dutch films. Eric de 
Kuyper’s A Strange Love Affair, for
instance, although set mainly in Holland 
and Belgium, has all its Dutch-speaking 
actors talk to one another in English. 
Desiree, set in New York, made by the 
actors’ collective, Cosmic Illusion, which 
originated in Curacao, and directed by 
Felix de Rooy, is also English-speaking.
These and other films on show in Utrecht 
— particularly the wartime story, De 
Ijssalon (The Ice-Cream Parlour), 
directed by Dimitri Frenkel Frank, which 
approaches the problems of Holland’s 
uneasy relationship with the occupying Axis 
powers from a new perspective; Pieter Ver- 
hoeff’s ambitious period piece, De Dream 
(The Dream), made largely in the regional 
dialect of Friesian; and above all Orlow 
Seunke’s Pervola — will be discussed 
in the next issue of Cinema Papers.
Pervola, though, deserves a few words 
here as well, since it was passed over in the 
Golden Calf award. A timeless story, largely 
filmed in the thick snow of northern Norway, 
it establishes Seunke as the most distinctive 
filmmaker currently at work in Holland — a 
director with his own vision and both the 
artistic weight and the technical filmmaking 
skill to put it on the screen.
The film which beat it to the Utrecht prize 
for best film is also the work of a distinctive 
filmmaker, Paul Verhoeven. And it, like the 
films listed above, is in English. In fact, it is 
largely an American film, Flesh and Blood 
directed by Verhoeven for Orion, with a 
relatively small Dutch input (including some 
government money) on the production 
side. The film’s producer, though, is also 
Dutch: Gijs Versluijs, who produced Ver- 
hoeven’s previous (Dutch-made) film, the 
magnificently overheated sexual melo­
drama, De vierde Man (The Fourth Man). 
So, too, is the lead actor, Rutger Hauer.
It is not a bad film by any means, but it 
seemed odd that it should carry off the top 
prize at the Dutch Film Days, especially 
given some of the competition, notably 
Pervola, De Dream, A Strange Love 
Affair and Marleen Gorris’s Gebroken 
Spiegels (Broken Mirrors). Perhaps the 
aim was to dispel some of the aura 
(occasionally commented on in previous 
years) of the Golden Calf being given only 
to minority-interest films. There is, of course, 
nothing wrong with rewarding commercial 
as well as artistic ambition. But, in a country 
where the idea of cultural and, above all, 
linguistic identity is a frequent debating 
point, it seemed a strange choice. And, to 
judge by the available signs from Utrecht’s 
commercial cinemas, where the film had 
already opened, the audience was not 
giving it quite the same attention as the jury.
Nick Roddick
Mike Downey
International video in The Hague
Kijkhuis Worldwide Festival has a broad reach
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United States
by Pat H. Broeske
Spielbergian secrecy and 
failed hype
As predicted in my last column, the Steven 
Spielberg-produced Back to the Future 
looks likely to become the summer box­
office champ, outdistancing even Rambo. 
As of mid-September, Back to the Future 
had sold $145 million in tickets, just short of 
Rambo’s $147 million.
All the same, Spielberg — as has 
become his habit — has been proving 
elusive to most members of the press, 
granting few interviews, other than to Time 
magazine, which ran a glowing piece. So 
secretive was Spielberg regarding plot-lines 
for his Amazing Stories TV anthology that 
even the parent network, NBC, was unable 
to view episodes as they were completed.
And, while Spielberg was filming The 
Color Purple out in North Carolina, his 
secrecy fetish was just as evident. In fact, 
reporters on the Monroe, N.C. Enquirer- 
Journal learned that the Hollywood beat 
can be tough.
First, there were all those calls to Holly­
wood to confirm reports that the film would, 
in fact, be shot there. Kevin Sullivan, a 
summer intern from the University of North 
Carolina, who was covering for the 
Enquirer-Journal, declared that his 
“ 360-degree trip around the phone lines 
[was] more frightening than a front-row seat 
at Spielberg’s Poltergeist’’.
Once Spielberg came to town, the atti­
tude spread to the local folk. “ If someone 
just rented Spielberg horses or buggies (for 
the period setting),”  Sullivan said, “ and we 
asked them about it, they wouldn’t talk. It 
was as if they were guarding some big 
Hollywood secret.”
The small-town reporter was nothing if 
not resourceful: he auditioned for — and 
got — a one-day job as an extra. The result­
ing articles included the admission that he 
purposely dared to sit in Spielberg’s chair 
for a little extra colour, purple or otherwise. 
He was promptly booted.
Meanwhile, the Spielberg-produced 
Young Sherlock Holmes, shot in the UK 
and directed by Barry Levinson, is now in 
post-production at Paramount. “ We don’t 
know a thing about it — it’s all been very 
hush-hush,” said a studio spokeswoman, 
echoing a familiar refrain.
Painstaking research, however, has un­
earthed an antidote to all the Spielbergian 
secrecy: a copy of the script. Penned by 
company man Chris Columbus (who did 
Gremlins and Goonies), it tells its story in 
flashback, narrated by a middle-aged 
Watson who recalls the early December 
morning when first he chanced upon young 
Sherlock . . .
Set at a London boarding school where 
the sixteen-year-old lads become room­
mates (Nicholas Rowe is Sherlock, Alan 
Cox his portly chum), the mystery begins 
with a series of seemingly unrelated deaths.
It remains for Sherlock, his beloved girl­
friend, Elizabeth (Sophie Ward), and 
Watson to discover that a stranger with a 
blowpipe is responsible.
The adventures that follow range from 
the hallucinogenic (a result of the poison- 
dipped thorns blown from the pipe) to the 
scientific. And Elizabeth’s eccentric uncle, 
played by Nigel Stock, is Sherlock’s 
mentor.
Perhaps Spielberg’s secrecy is a reaction 
to a recent spate of ill-fated Hollywood 
hype. Suppose, for instance, they hyped a 
movie and nobody came? That’s pretty 
much what happened to Jamie Lee Curtis, 
whose Perfect died a quick box-office 
death, managing a measly $13.8 million 
against a budget of about $20 million.
Curtis was the cover girl on no less than 
five major national publications, including 
Esquire, Us and Rolling Stone. She also 
got on the cover of several major news­
papers’ Sunday sections, did Playboy's ‘20
France by Belinda Meares
Festivals, a cash crisis and an automatic box office
the Deauville Festival of American Cinema, 
due to start on 7 September.
French films in production include Exit- 
Exil, filmed in Belgium by Luc Monheim 
and starring Philippe Léotard; Jacques 
Doillon’s La tentation d’Isabelle, starring 
four up-and-coming young actors, among 
them Jacques Bonaffé of Prénom: 
Carmen (First Name: Carmen); Le 
mariage du siècle, directed by Philippe 
Galland, with Thierry Lhermitte of Les 
ripoux (My New Partner); Le Havre the 
work of actress Juliet Berto, one of France’s 
most promising new directors, who made 
her behind-the-camera mark with Neige 
and Cap Canaille: and Le Cactus — no 
relation to Paul Cox’s new film — being 
directed by Philippe de Broca, and starring 
Claude Brasseur and Valerie Kaprisky of La 
femme publique.
Mauvais sang will be the new film 
from another promising young director, Leo 
Carax (whose impressive debut was Boy 
Meets Girl), and will star Juliette Binoche 
(of Godard’s Detective) and veteran star 
Michel Piccoli.
Paul Mayersberg, who wrote Oshima’s 
Merry Christmas, Mr Lawrence and 
Roeg’s Eureka, is to direct Héroïne, an 
Anglo-French production starring Oliver 
Reed and Corinne Dacia. And Claude 
Faraldo’s Flagrant désir lines up 
American actor Sam Waterston with Anouk 
Aimée and Lauren Hutton. Shooting will 
take place in Bordeaux.
After a sixteen-year absence, Pierre 
Etaix, director of Le soupirant (The 
Suitor), is making a comeback with Norn 
de Dieu, which will star Jerry Lewis. Pierre 
Cardin hopes to produce a movie version 
of The Merry Widow with Barbra Streisand 
and Placido Domingo (a project which has 
long been cherished by Ingmar Bergman). 
Costa-Gavras has signed up Johnny Holi­
day and Fanny Ardant for his next film, 
Conseil de famille, while Benoit Jacquot is 
about to begin shooting a ’tale of perver­
sion’ called Corps et biens, and starring
The village kids in David, Thomas et les 
autres, the Franco-Hungarian co-produc­
tion which has been doing well on the 
French art-house circuit.
that other Truffaut regular, Jean-Pierre 
Leaud, and Dominique Sanda.
Finally, Claude Chabrol, who was 
supposed to direct Isabelle Huppert in a 
film about Camille Claudel, has announced 
that he has abandoned the project. It 
appears that Isabelle Adjani has acquired 
exclusive rights to the subject, and will 
herself star as the tragic sculptress under 
the direction of cinematographer Bruno 
Nuytten. Meanwhile, Chabrol is to shoot a 
sequel to his Cannes entry, Poulet au 
vinaigre.
On the box-office front, the summer has 
rewarded Cannes stayers such as 
Witness, The Purple Rose of Cairo and 
The Emerald Forest. Among local pro­
ductions, chief disappointments have been 
Jean-Claude Missaien’s Le baston and 
Robert Kramer's Diesel, a kind of shoe­
string budget Mad Max (the real article, 
version III, is due to hit French screens at 
the end of September).
Released in mid-August, another Cannes 
film, Pale Rider, has had an easy run to 
date, but will come up against stiff com­
petition from Alain Delon — France’s 
nearest equivalent to Eastwood — in 
Parole de flic, which opened nationwide at 
the end of the month.
The French are particularly partial to 
police movies, and other recent examples 
include Pierre Jolivet’s Strictement 
personnel and Maurice Piaiat’s Police. 
Starring Depardieu, Police is the event of 
the autumn, and appears to be living up to 
the ecstatic reviews it has received in all the 
movie magazines.
A more personal film d ’auteur is David, 
Thomas et les autres, the French title 
of the Franco-Hungarian co-production 
directed by Laszlo Szabo, which was 
runner-up at Taormina in July (see Cinema 
Papers 53, page 8). Rich with a distilled 
freshness, it has earned a prolonged run on 
the ‘art et essai’ (art-house) circuit this 
summer.
Over the holiday period of July and August, 
cinema attendances in France were, as 
usual, seasonally light, though this year it is 
in the context of a general downward trend, 
which is predicted to continue at a rate of 
3-4% per year.
Major French distributors, notably Gau­
mont and Parafrance, are beginning to feel 
the pinch, and the latter company recently 
caused consternation by temporarily 
suspending payments. The Centre National 
de la Cinématographie is working fast to 
capitalize on favourable investor response 
to the new tax-shelter laws, and hopes to 
raise 300 million francs ($50 million) by the 
end of the year to bail out the distributors. 
The actual rate of production may well not 
be affected, however, since French 
cinemas already find it difficult to release 
the 120-150 local films produced each 
year.
Another measure designed to up-grade 
cinemas and attract custom has been the 
installation of automatic, computerized 
ticket distributors. A trial run, conducted in 
four main Parisian cinemas during August, 
proved a success.
Aiming to promote a dynamic film 
industry, Minister of Culture Jack Lang has 
set up a commission to organize a training 
institute for professionals in the cinema and 
the other audio-visual arts. A preliminary 
seminar for scriptwriters has already been 
held at Châteauvallon, near Toulon, with 
Jean-Luc Godard as one of the principal 
participants.
France's summer festivals have been 
dominated by La Rochelle’s thirteenth 
cinema event. With no competition or 
showbiz glamour, it was an occasion for 
true cinema fans, 20,000 of whom flocked 
to the five daily screenings of the 93 pro­
grammed features.
Homage was paid to Bergm an’s 
‘master’. Alf Sjdberg, and to Raul Ruiz, Ken 
Loach and Istvan Szabo. In Cannes, the 
International Commercial Film Festival 
attracted 2,000 entries from 30 countries. 
The Grand Prix went to a futuristic number 
from Pepsi-Cola, which reputedly cost $1 
million. Meanwhile. Cannes is gearing up 
for the MIP-COM video fair in October, 
while the film world’s attention is focused on
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Right, Jennifer Beals and Sting in The 
Bride; Beals’s surrogate nudity didn ’t boost 
the box office.
Questions’ column, had interviews in Play­
girl and People, a high-fashion spread in 
Harper’s Bazaar and even a portrait in 
Vogue. The two press junkets organized by 
Columbia Pictures found her talking with 94 
newspapers and 50 TV stations.
If the movie itself was terminally spotty, 
Curtis at least looked great in a leotard. 
Jennifer Beals also looks good in spandex, 
as viewers of Flashdance will remember. 
But does she look good in the altogether? 
The Bride doesn’t provide the answer, 
since Beals doubles up once again, this 
time for her nude scene, in which someone 
else wearing nothing slowly descends a 
staircase and eases across the room to 
Sting. (In Flashdance, you’ll recall, some­
one else did her dancing.)
A publicist for Columbia readily acknowl­
edged the body wasn’t Beals’s, but 
requests for the Identity of the body double 
were denied. (In Flashdance, Beals’s 
double was French dancer Marine Jahan, 
later seen doing the bar-top strip in Streets 
of Fire.) “ We think it’s irrelevant and also 
kind of insulting,’ ’ commented The Bride’s 
publicist. “ Anyway, we don’t think this is 
going to do our film any good.” She was 
right: The Bride was strictly a quickie. 
Intriguing casting aside, it was one of the 
summer’s major disasters.
Italy by Lorenzo Codelli
Italian films opening post- 
Venice offer little to 
celebrate
As the Venice Mostra closed with a tele- 
vized ceremony majestically arranged 
along the lines of a Kremlin-style parade in 
front of the country’s top dignitaries, the 
Italian movies opening throughout the 
country were looking decidedly barbaric.
Titles like Nudo e selvaggio, Femmine 
in fuga, Mondo cane oggi and Mondo 
senza veli, plus other cheap blends of 
rape, cannibalism and gruesome ‘docu- 
mentarism’, similar to the original Mondo 
cane (1961), appealed to the viler senses 
of the vanishing audience. Protected by 
English pseudonyms, their makers seemed 
to believe that prolonged shock remained 
the only thing not to be found on the many 
private and public television networks.
The three films which represented Italy at 
Venice stood little chance on this degraded 
market. Carlo Lizzani did not — as he prom­
ised during the Mostra (which he so ably 
directed from 1979 to 1982) — add the 
hardcore sequences to his Mamma Ebe, a 
flat exposé about a recent case concerning 
a fake holy woman and her S-M sect, 
leaving just glimpses of Stefania Sandrelli’s 
already famous bare bottom.
Adapting his own best-selling novel for 
La donna delle meraviglie, Albert 
Bevilacqua filled his film with every possible 
mannered amarcord, giving Ben Gazzara 
nothing to do but watch a bunch of dis­
parate, unedited scenes on a moviola. 
Being well protected by the media (he is a 
film and TV critic for a major daily), 
Bevilacqua was not, as he deserved to be, 
buried by the critics.
A likeable effort by Duccio Tessari to 
revive Italy’s once-booming spaghetti 
western genre, Tex e il Signore degli 
Abissi, did not get as much money as it 
should have done from the state producers, 
the third (and poorest) channel of RAI and 
Cinecittà. But the film was shot in Almeria 
(Spain), and the screenwriters could have 
done a better job of recreating the static 
adventures of Tex, a popular comic-strip 
character.
Le due vite di Mattia Pascal (The Two 
Lives of Mattia Pascal), unjustly derided 
at Cannes, which is a lazy hymn to laziness
Above, Pupi Avati (seated) shooting Festa 
di laurea, one o f  the few  high spots among 
this autumn’s Italian films.
placidly played by a cat-like Marcello 
Mastroianni, opened in a shortened ver­
sion, reworked by director Mario Monicelli, 
and looking more convincing.
Giuseppi Patroni Griffi, a well-known 
playwright, made a comeback to the 
cinema after many years to direct an un­
memorable one-room drama, La gabbia, 
in which Tony Musante grimaced as a 
victim, tied to his bed by his torturing lover, 
Laura Antonelli. The result was a ridiculous 
‘tragedy’ that made people laugh at its 
most perverse climaxes.
Mysteriously excluded from Venice, Pupi 
Avati’s Festa di laurea and Peter Del 
Monte’s Piccoli fuochi are the first positive 
omens of the new season. Avati has gone 
back to the early fifties and the period of 
national reconstruction for his story of a 
graduation party, when graduating was still 
a class symbol, and he genially renders the 
myths and aspirations of that remote era. 
Under the sunny surface of a youthful
beach farce — joyously played by Carlo 
Delle Piane, Aurore Clément and a lot of 
original character actors — Festa di laurea 
bitterly ponders the illusions of pre-indus­
trial Italy. And it reveals Avati as the most 
enduringly engaging director of his genera­
tion (he started late as a filmmaker, in 1968, 
after a long career as a jazz man).
Though Peter Del Monte has never been 
a disappointment, Piccolo fuochi could be 
considered his most accomplished work. It 
is a metaphorical story of a five-year-old 
boy (played by the exceptional Dino 
Jaksic), living between his fantastic world of 
imaginary kings and spacemen, and the 
emergence of his sexual self thanks to a 
sensuous babysitter (played by Valeria 
Golino).
The boy’s passions become more and 
more cruel, and the games he plays (liter­
ally) with fire push him to a conscious killing 
of his love. Del Monte, greatly helped by 
Tonino Nardi's camerawork, builds his 
ambiguous tale on the child’s looks and 
subtle movements, and perfectly calibrates 
words and silences, inner visions and 
carnal attractions.
Britain
by Sheila Johnston
Government attack on the 
BBC dominates summer 
media news
T e lev is ion ’s peacefu l sum m er-tim e 
slumbers were rudely punctured at the 
beginning of August by what has emerged 
as one of the most serious disputes in the 
history of British broadcasting. The cause: 
the summary banning of Real Lives: At 
the Edge of the Union, a careful and 
even-handed BBC documentary on 
Northern Ireland, on the grounds that too 
much airtime was allotted to the views of 
‘terrorist’ spokesmen, namely Loyalist 
Gregory Campbell and (more pertinently, 
perhaps) supposed IRA supremo Martin 
McGuinness.
The effects: a one-day nationwide journa­
lists’ strike, a flood of controversy in the 
British press, a flurry of promised and 
tendered resignations, and longer-term 
repercussions which are at present difficult 
to fathom.
An immediate issue is the scope and bias 
of media coverage of the Irish question. A 
second (and surely politically innocuous) 
BBC programme about supergrasses in the 
Six Counties was hurriedly dropped in the 
Real Lives backlash, giving one to wonder 
whether we are about to face a total black­
out on matters Irish.
As Rambomania begins to sweep 
through Britain and pundits pontificate on 
America’s anguished memories of the only 
war she ever lost, Northern Ireland is 
shaping up more and more insistently as 
Britain’s own' media counterpart of 
Vietnam.
The Real Lives crisis also tellingly 
brought home the present vulnerability of 
public service broadcasting in Britain. The 
programme had been endorsed by BBC 
management before being cravenly with­
drawn by the Board of Governors when a 
chance question in Parliament prompted a 
stiff letter from the Home Secretary. It is a 
reaction hardly likely to restore faith in the 
political independence of the media in 
general, and of the beleaguered Beeb in 
particular.
The BBC — along with the very concept 
of public broadcasting — has found itself 
under increasing pressure in the course of 
the past few months over the level of the 
licence fee which, in the absence of adver­
tising, provides its chief source of income. 
Here, the arch-villain of the piece turns out, 
yet again, to be Rupert Murdoch, whose 
illustrious organs, The Sun, The Times and 
The News of the World, have been 
thundering loudly of late about waste and 
profligacy in the bosom of the Beeb.
Since Murdoch harbours plans to extend 
his international mass communications 
empire with any cable or satellite franchise 
that might come up for grabs if the lobby for 
privatization of the ether has its way, his 
editorials scarcely represent a disinterested 
position. And, by a strange coincidence 
which has escaped few sharp-eyed 
observers of the current media scene, the 
first alarums about administering the 
'oxygen of publicity’ to extremist opinions 
were sounded in Mr Murdoch’s Sunday 
Times.
It has, by contrast, been a very dull 
couple of months at the cinema, with pre­
dictable audience patterns punctuated by 
Wimbledon, miserably brief spurts of sun­
shine, the Live Aid extravaganza, and 
Bruce Springsteen’s British tour, which 
trailed some noticeable box-office drops in 
its wake around the country.
A View to a Kill continues to perform 
strongly, Police Academy 2 and The 
Care Bears Movie both duplicated their 
Stateside successes, and Disney’s dark 
childhood fable, Return to Oz, has done 
rather better than anticipated. Nic Roeg’s 
Insignificance opened promisingly in
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Colorfilm now provide the most 
comprehensive sound set-up in the 
southern hemisphere.
We are putting the finishing touches on our 
second Dolby Stereo Mixing Theatre. The 
new theatre has been specifically designed 
for dialogue and effects post syncing with
•  variable acoustic reflective surfaces
•  effects pits including a water tank
•  duel 16 and 35mm high speed projector
•  computerised post sync assembly 
facilities and audio visual cues
•  two, six track recorders
At Colorfilm we can now offer complete 
in-house sound mixing facilities in the most 
modem and best equipped recording 
studios west of Hollywood. That’s the 
reason top filmmakers choose Colorfilm. 
We make movies sound the best.
Colorfilm Pty. Ltd.,
35 Missenden Road, 
Camperdown 2050 
Telephone (02) 516 1066 
Telex No. AA24545
Filmlafa Engineering Pty. Ltd.
201-203 Port Hacking Road, 
Miranda 2228 
Telephone (02) 522 4144 
Telex No. AA70434
Videolab Pty. Ltd.
2 Clarendon Street, 
Artarmon 2064 
Telephone (02) 439 5922
Colorfilm
Colorfilm (New Zealand) Pty. Ltd.
27 Nugent Street,
Auckland. 1.
Telephone (09) 77 5483 
Telex No. NZ60481
Cinevex Film Laboratories Pty. Ltd.
15-17 Gordon Street,
Elstemwick 3185 
Telephone (03) 528 6188 
Telex No. AA38366
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London, and The Purple Rose of Cairo
has garnered box-office bouquets.
With all the recent sea changes at some 
of Britain's leading production houses 
(more of which next time), the immediate 
future sees mostly smallish stuff on the 
horizon. Bob Swaim, the Paris-based 
American who made the popular policier, 
La Balance, is shooting a new movie 
called Half Moon Street on location in 
London and at Elstree studios. Michael 
Caine and Sigourney Weaver star.
Christopher Morahan, who produced 
and co-directea Granada Television’s Raj 
epic, The Jewel in the Crown, takes a 
sharp change of tack with Clockwise, in 
which John Cleese plays a headmaster 
caught up in a knock-on effect of tight 
schedules and missed trains.
Car Trouble is another British comedy 
which reunites Julie Walters and ian 
Charleston, recently partnered in a long- 
running stage p roouction  of Sam
Shepard’s Fool for Love. David Green 
makes his directorial debut, while the pro­
ducer is Howard Malin, who worked with 
D e re k  J a rm a n  on Jubi lee  and 
Sebastiane
Meanwhile, Jarman’s own long-delayed 
Caravaggio has finally gone into produc­
tion with the British Film Institute, and 
several of our other more interesting and 
innovative independent directors have new 
projects in the pipeline.
Peter Greenaway has been editing his 
first feature since The Draughtsman’s 
Contract, A Zed and Two Noughts, an 
Anglo-Dutch co-production shot entirely on 
location at Rotterdam zoo. Terence Davies 
is preparing Distant Voices, a follow-up to 
his highly acclaimed trilogy; and Bill 
Douglas, author of another fine autobio­
graphical triptych, is working on Com­
rades, a film about the Tolpuddle Martyrs, 
which should commence shooting later this 
year in Australia and the UK.
New Zealand by Mike Nicolaidi
Kiwi film has a record 
opening
The August school-holiday release of 
Mirage Films’ Came a Hot Friday,
mentioned in the last issue of Cinema 
Papers, turned out to be the fillip the New 
Zealand film industry had been looking for 
for some time.
After suffering at the hands of successive 
National and Labour party governments, 
the packaging of new feature-film projects 
has been, at best, sluggish, and the public 
image of the industry has not been 
enhanced by the release of several below- 
par films from the ‘tax rip-off years’.
Faced with amateurish indigenous 
product in the home cinemas, moviegoers 
have not been of a mind to provoke any 
ground-swell of opinion that might have 
helped persuade the year-old David Lange 
administration to act in the tax incentive 
area.
Came a Hot Friday, directed by Ian 
Mune and produced by Larry Parr, should 
change all that. With a theme which, given 
the 1982-84 film industry spree, seems 
somehow appropriate — two cons 
operating a race-track scam in Kiwiland 
circa 1949 — it has proved a boomer.
Opening through Kerridge-O deon 
cinemas on sixteen screens nationwide 
from 23 August, it grossed $NZ650,000 
($A516,000) by the end of its third week. 
Although local distributors are notoriously 
secretive about box-office figures, Hot 
Friday reportedly out-punted Mad Max: 
Beyond Thunderdome and Spielberg’s 
Back to the Future in Auckland, and 
alm ost doub led  — to $N Z50,000 
($A40,000) — the weekly record for a local 
feature, which was set by Geoff Murphy's 
Goodbye Pork Pie in 1981
Parr, 33, has a new feature, Bridge to 
Nowhere (with Mune again directing) in 
post-production, and begins shooting 
another youth pic, Queen City Rocker, in 
late September. At the moment, this is the 
only firm start date for a new Kiwi feature.
With the budgets of both Bridge and 
Rocker covered by North American pre­
sales, Parr’s skill at putting productions 
together has made him the toast — and 
the envy — of many in the industry.
Meanwhile, local release over the next 
few months of two other 1984 productions 
— Gaylene Preston’s Mr Wrong and Geoff 
Murphy’s The Quiet Earth (highly praised 
at the Melbourne Film Festival) — should 
augment Friday’s bold breakthrough with 
audiences.
With signs of a new era beginning, it 
seems entirely appropriate that Arts 
Minister Peter Tapsell should take the 
opportunity to make significant changes in 
the membership of the New Zealand Film 
Commission, where several appointments 
have been languishing for some months.
Bruno Lawrence as Mac in the Larry Parr- 
produced, Ian Mune-directed Bridge to 
Nowhere, the only NZ feature to be com­
pleted so far this year.
These changes, announced on 3 Sep­
tember, involve the replacement of the 
NZFC’s retiring founder chairman, the 
doughty, pioneering Bill Sheat, by fellow 
lawyer David Gascoigne, 45. Other new 
appointments are Larry Parr and Auckland- 
based producer/director Sam Pillsbury.
Gascoigne, whose involvement with film 
began when he became chairman ofthe New 
Zealand Federation of Film Societies in 
1973, has been a member of the manage­
ment committee of the Commission since its 
inception in 1977. He was also involved in 
drafting legislation that reformed the 
country’s film censorship laws.
An optimist, Gascoigne points to the 
rapid growth of the industry over the last 
seven years, which have seen the produc­
tion of around 40 feature films and a wide 
variety of other material.
He believes that the industry is currently 
going through a process of re-appraisal, 
but that the “ vigour and inventiveness’’ of 
filmmakers will ensure that new films 
continue to be made. The Film Commis­
sion, says Gascoigne, will assist in that 
process.
Germany by Dieter Osswald
Top director given the push, while TV comic Otto 
boosts the local box office
The German film industry has been in the 
headlines recently. At the centre of the 
storm has been director Robert van 
Ackeren, who had a hit, both locally and 
internationally, with Die flambierte Frau 
(Woman in Flames, 1983). He has, 
however, just been taken off his latest 
project, Die Tigerin, by the film’s pro­
ducer, reportedly because he wanted 12 
million Deutschmarks, as against the 
original budget of 10 million.
What has caused all the excitement is the 
fact that preparations for the film have been 
under way for several years, with the 
project due for a measure of public funding. 
This was, however, conditional on van 
Ackeren as director and now seems likely 
to be withdrawn, so that the future of Die 
Tigerin looks dicey.
Another German production which has 
been hitting the headlines in a rather differ­
ent way is Otto — Der Film, the first movie
taking its name from the well-known prison 
at Stammheim, which is where, over a 
decade ago, Andreas Bader and Ulrike 
Meinhof committed their spectacular 
double suicide.
The former film critic of Die Zeit, Hans- 
Christoph Blumenberg, is following up his 
debut feature, Tausend Augen, with a 
new film, Der Sommer des Samurai. It
has some weird goings-on in Hamburg, 
where an invisible Japanese phantom is 
stalking the power elite. The cast is bol­
stered by a number of stars from the fifties, 
including Cornelia Froboess, Peter Kraus, 
Volker Lectenbrink and Nadja Tiller (the 
latter memorable from some risque English- 
language films of the period).
And, in the footsteps of the continuing 
success of Amadeus, comes a sort of
TV star Otto does his Bogart number fo r  
Jessika Cardinahl in Otto  —  Der Film.
to feature the well-known German TV 
nonsense satirist of that name. In just two 
weeks, the film has been seen by three 
million people — the sort of figures which 
have previously been recorded only at 
Hollywood superproductions like E.T. The 
Extraterrestrial. For its surprise success, 
Otto has been given the ‘Goldene Lein­
wand’ (Golden Screen) award by the exhib­
itors’ association.
Gotz George, another of German TV’s 
most popular stars (he appears in the series 
Tatort — ‘Scene of the Crime’), is also 
heading for the big screen in a film called 
Zahn um Zahn, in which he plays his 
Tatort character, a lone-wolf detective 
called Schimanski.
The other novelty on the German film 
scene has been the new cinema change­
over day. Friday has always been the trad­
itional day, but cinemas have recently taken 
to showing the week’s new film on Thurs­
day, in the hope of better publicity: the new 
programme is expected to get pre­
weekend word-of-mouth in schools and 
workplaces.
While Werner Herzog seems to be 
sticking to operas for the time being, his col­
league Reinhard Hauff is working on a new 
film about the Bader-Meinhof terrorist 
group, under the title of Stammheim — 
Szenen aus einem deutschen Prozess,
German sequel, Miroslav Luther’s Ver­
gesst Mozart (Forget Mozart), starring 
this year’s hottest prospect, Uwe Ochsen­
knecht. Frank Ripploh, internationally 
known for his gay comedy-drama, Taxi 
zum Klo (1981), has also completed a new 
film, Aus der Gosse zu den Sternen 
Among the box-office hits, the sensa­
tional success of Otto — Der Film has 
already been mentioned. Hard on its heels 
comes A View to a Kill, with Police 
Academy 2 in third place, and Amadeus 
still up among the leaders. Recent flops 
have included the locally-made hit song- 
and-video compilation, Formel Eins Film 
(mentioned in my last column), Godzilla, 
Gotcha and King David 
For the first half of 1985, the German top 
ten looks like this: Beverly Hills Cop, 
Ghostbusters, Police Academy 2, 
Amadeus, Otto — Der Film, Romancing 
the Stone, Dune, Paris, Texas, a German 
production, Didi und die Rache der 
Enterbten and Disney’s The Rescuers.
Finally, after the early-summer success of 
One, Two, Three, another American re­
release has made it onto the German 
screens: The Boys from Brazil (1978), 
whose reappearance has clearly been 
prompted by all the recent headlines about 
the discovery of Josef Mengele’s body in 
South America.
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Bliss in a sometimes Joyless world
Anthony Buckley, producer of B lis s
As a producer, Anthony Buckley has 
continually supported ‘difficult’ films — 
ones whose content differs in some way 
from what is considered saleable material. 
His sixth film, Bliss, is no different. Yet, 
when he first read Peter Carey’s novel — a 
bizarre, darkly comic vision of a sort of life 
after death — he had no doubt that he 
wanted to make it. “ I met people who’d 
read the book and said, ‘How on earth are 
you going to turn it into a film?’,” he 
explains. “ I find that intriguing, because 
I’ve always seen the book as a film: I 
thought it was so visual.”
Few agreed with him: every major dis­
tributor in Australia and overseas refused to 
back the project. And Buckley himself 
admits that the film poses a problem, 
especially for such a limited market. ‘ ‘I don’t 
blame the distributors for turning down the 
script because it’s a very different film, and I 
think that's what happens to all original 
films, from One Flew Over the Cuckoo’s 
Nest to The World According to Garp to 
Brewster McCloud. God knows how long 
it took to get Amadeus off the ground! 
Bliss was difficult to finance, and it exists 
thanks to the New South Wales Film 
Corporation, who had the extraordinary 
faith to get up and go with it. That’s what I 
admire about a Film Commission or a Film 
Corporation: one that will take a punt. And 
that’s what I think the state and federal 
bodies should be doing: encouraging an 
aspect of the Australian cinema that is 
different and indigenous — not that horrid 
word ‘commercial’ or that even more horrid 
word ‘international’. If I hear those two 
words again, I'll scream!”
Despite his wariness about the word, and 
despite the fact that it contradicts what most 
distributors see as commercial, Buckley is 
sure that Bliss can succeed at the box
office. "It’s not an art-house film, I hope. 
And I hope in Australian terms it’s a com­
mercial success. But it’s a difficult film, and 
it’s not suited to mass release: it’s not 75
prints across the country. But I think it’s got 
an audience.”
Although the film’s three top AFI Awards 
have probably pointed that audience in its 
direction, Bliss’s Cannes outing in May 
was a more problematic experience. 
During final cutting of the film, it was 
announced that it had been accepted into 
competition at the festival, where it became 
the centre of controversy after a mass walk­
out at the first press screening. In Australia, 
Dorian Wild’s column in The Daily Tele­
graph reported that the film had bombed.
‘ ‘Nothing could have been further from 
the truth,”  claims Buckley. "Our press 
screenings were at 9.00 and 11.30 the 
night before our presentation, on the 
second-last night of the festival. Now, 
you’ve got to remember that the press have 
had a battering for a fortnight and they’re all 
wanting to go home. 400 of the 1,600 
people in the theatre at the press screening 
walked out: at one stage, the noise of the 
seats going up could quite easily have 
been mistaken for applause! The French, at 
one point in the film, either got very fed up 
with it — perhaps the subtitles were not 
conveying the humour — or it just got too 
much for them, and they left the theatre in 
droves. What was not reported — which 
made Ray [Lawrence, the director] and I 
very angry — was that the people who 
stayed gave the film a wonderful ovation.”
Buckley reckons that the reports in the 
Australian press not only damaged Bliss’s 
chances with the public and the distributors 
(who, at that time, had not seen the film), 
but also contributed to a growing hostility 
towards the industry. “ Despite Kristin 
Williamson in the National Times, who 
should be severely condemned for her 
diatribe,”  says Buckley, “ the film industry is 
far from dead: it’s alive with originality and 
ideas and new people coming into it under 
very difficult circumstances, and with very 
difficult times ahead of them. I just wish the 
press would leave us alone. Let the film 
reviewers get on with their task: that’s fine 
— that's their prerogative. But I don’t know
The big red two
Sharon Connolly and Trevor Graham, makers of 
R e d  M a tild a s
At the start, most filmmakers have one 
objective: to make their first film. For politic­
ally committed filmmakers, a first film is 
going to be especially difficult to see to 
fruition. But, says Sharon Connolly, co­
producer, co-director and co-writer with 
Trevor Graham of Red Matildas, “ we 
didn’t set out to be filmmakers: we set out to 
make this film.”
“ In looking at the archival footage and 
the interviews we were using,” says 
Graham, “ we were trying to re-examine 
aspects of Australian history. I see Red 
Matildas as a social realist film. By that, I
mean it looks at history from the perspec­
tive of very ordinary Australians. Along with 
Lousy Little Sixpence, it is starting to 
create a genre in Australian independent 
filmmaking.
“ I’d identify Red Matildas with some of 
the painters of the thirties and forties, like 
Yosel Bergner, Noel Counihan and Vic 
O’Connor. Their paintings were examining 
aspects of their social life and social history
Below left, Sharon Connolly on location 
and right, Trevor Graham on set with one 
o f the Red Matildas, A udrey Blake.
from the ordinary Australian suburban view­
point. I think Red Matildas is doing that, 
only in film form.”
Connolly, however, is anxious to clarify 
the approach: “ the film is social realist in 
the sense that it is self-critical about our 
history, and it examines the social realities 
of the time, and also the social realities of 
now.”
The film is about three Australian women, 
now ageing, who grew to adulthood during 
the depression of the thirties. Their observa­
tions of that great rupture in Australian 
capitalism led them to join the revolutionary 
party of the day, the Communist Party of 
Australia.
After the thirties, May Pennefather, Joan 
Goodwin and Audrey Blake — the ‘red 
Matildas’ of the title — went on to have very 
different lives; but their experience of the 
thirties was the filmmakers’ main concern.
Some critics of the film have said that it 
should have contained more information 
about the Communist Party. But Connolly 
and Graham are keen to put to rest the idea 
that Red Matildas lacks something 
because it fails to consider the party to 
which the Australian intelligentsia of the 
thirties belonged.
“ It’s not a film about the Communist 
Party,”  says Connolly. “ It’s a film about 
three women who were active and in­
volved. I think we have fulfilled our intention 
in that respect, by showing women who 
weren’t victims: they were positive activists, 
out there doing their stuff. They behaved 
out of feminist and socialist convictions.”
Graham reiterates a point which is worth 
repeating, because it is one that is rarely 
heard from Australian filmmakers. “ We 
wanted,”  he says, “ to represent women 
who were stepping out and advancing the
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The Don is far from deadwhy the press in general have to pick such negative headlines.
“ The Australian film industry is not 
mediocre: it’s had a rough trot in the last 
three years, Insofar as the 10BA tax 
situation has not helped the industry into a 
stable position: it’s tended to destabilize it 
even more, in that anyone can call himself 
or herself a filmmaker. I suppose in a demo­
cracy you should be able to do that. But I 
don’t think it’s healthy and, if I sound elitist, 
then I am! You can’t just open a butcher’s 
shop or a newsagent unless you’ve got a 
licence. I think filmmaking is the same. 
You’ve only got to witness the end of June 
and the money-sharing activity that goes 
on. You suddenly realise that you are the 
filmmaker and you have absolutely no say 
in what film is going to get up. I think that’s 
wrong, and out of it comes the mediocrity 
that Williamson describes. But they don’t 
talk about the quality that comes out.
“ Every year, for all those bad films, 
there’s going to be a Breaker Morant, a 
Caddie, a Gallipoli or a Bliss. I notice with 
great interest that nobody ever talks about 
the failures in the other industries. There are 
American films that come here and play 
one week — a Katharine Hepburn film 
recently played one week at Hoyts! 
Nobody talks about the failure of the 
American cinema. But if an Australian film 
plays one week at Hoyts, it's the end of the 
world!
“ In the 38 years of the Cannes Film 
Festival, there have been six Australian 
films accepted into the competition. Two of 
those films were this year [Bliss and The 
Coca-Cola Kid], You’d think that every 
cinema in Australia would be flying flags to 
celebrate those two films. Not at all. But 
we're far from dead. And, when this article 
is published and 10BA is gone, the film 
industry will still exist in one form or another. 
We don’t need the media to send us to the 
funeral parlour. We’ve got to start thinking a 
bit more positively. It’s going to be a bumpy 
ride, but we’ll get there.”
Peter Galvin
cause of the left and the unemployed and 
the anti-fascist movement, and of women 
themselves. We are being presented all the 
time with pictures of women in the thirties 
who were downtrodden and oppressed. 
Certainly, the state of life for many women 
was like that then, and it’s like that today, 
too. But we wanted to counter that, and say 
that women have made these struggles, 
women have made these contributions: 
they aren’t always copping the stuff that 
they experience. Some of them get out and 
protest about it.” “ Good answer, Trevor,” 
says Connolly.
But, if the filmmakers can congratulate 
each other — and why not? — not every­
body who has seen the film is quite so pre­
pared to do so. One reason for the criticism 
has been that, in considering the thirties, 
especially as they affected the left and the 
Communist Party, Stalin has to be dealt 
with. His name, however, is not mentioned 
in the film.
Again, Connolly and Graham emphasize 
that the film is about women. They also 
explain that the historian and the documen­
tary filmmaker must, of necessity, judge 
and choose. “ The Stalinist period was one 
that we covered quite extensively in our 
research,”  says Connolly, “ and It was an 
era on which we also questioned the 
women. But, basically, we had to confront 
stuff like the fact that people in Australia, 
even on the left, weren’t aware of Stalinism 
in the thirties: that came later, as did the 
splits.
“ Because we were dealing with a 
specific period of Australian history, and 
because we were dealing with that in 50 
minutes, we made a choice to leave out a 
whole period of history, between the end of 
the thirties and today; and, along with that, 
unfortunately, went the mention of 
Stalinism,” says Connolly.
The guiding principle, says Graham, was
Don Ameche, actor
In the sixth decade of his career, Don 
Ameche reckons that he is getting more fan 
response than ever before. “ To give you an 
example,” he said, during a promotional 
visit to Melbourne for the opening of 
Cocoon in August, “ the day I left Cali­
fornia, I went out walking in the afternoon. 
And, that afternoon, four people stopped 
me. The most dramatic was a young girl — I 
don’t think she was over 20 years old, and 
very attractive! She was completely out of 
breath: she must have run for two or three 
blocks to catch up to me. And, over and 
over, she was so enthusiastic about how 
good the picture was, how good I was, and 
what a joy it was for her to be there!
“ I wouldn’t be surprised if it’s the most 
times I’ve ever been stopped, in my entire 
career. Twice that afternoon, cars went by, 
stopped a full half a block away and 
backed up: ‘Cocoon! Cocoon! God, we 
loved it!’ ”  Nor is it the nostalgia buffs who 
are doing the stopping. “ I have to say that 
at least 85% have been under 30 years old. 
It completely amazes me. I hope it’s in my 
voice, because it’s a total amazement to 
me.”
That, along with a good few other things, 
is certainly in Ameche’s voice. Indeed, the 
thing that really strikes one about him is the 
voice: resonant way beyond what one 
would expect from a man of 77, perfectly in­
flected through years of radio, and always 
controlled. You feel he could still, as he did 
through two decades of stage work, easily 
project a whisper to the back of the circle.
It is a voice that has served him through a 
career of over fifty years and which, with 
unforgettable roles in two hit movies of the 
eighties, Trading Places (1983) and 
Cocoon (1985), shows little sign of 
languishing.
Born Dominic Felix Amici in Kenosha,
to make an activist film. “ We wanted to 
stress the sense of continuity of struggle, 
and to look at how a previous generation 
actually responded to the kinds of social 
and economic changes that were taking 
place around them, because we felt that the 
thirties were in many ways similar to today. I 
think you can draw parallels between then 
and now. That’s one of the things we set out 
to do right from the start.”
For her part, Connolly says that she 
would rather think of the film as “ informa­
tional and inspirational” , and in that sense 
she, too, believes that it is activist. “ We 
wanted to inspire some kind of hope in 
people.”
Made primarily with money invested 
through the 10BA tax scheme, Red 
Matildas took three years to complete. The 
36 investors included two trade unions and 
four pensioners, with large investments 
from Film Victoria and the Women’s Film 
Fund. A special distribution guarantee 
“ made a reasonable deal possible” , so that 
investors could be more readily attracted to 
the project.
Looking back on it now, as they slowly 
work their way through the publicity maze, 
Connolly and Graham are relieved that it is 
over. Graham suggests that they were 
“ babes in the wood”  when they started, 
and Connolly says they had to “ gather a 
level of expertise around us in order to get 
through the whole process.”
Other filmmakers gave advice and assist­
ance, while Ned Lander propped up the 
whole exercise by playing the role of execu­
tive producer. Meanwhile, what started out 
as a one-off has led to other film activities. 
Graham has been employed as a filmmaker 
by the Liquor and Allied Trades Union, and 
Connolly is currently working for Film Vic­
toria. Once the process of documenting the 
history of Australia starts, it never stops.
Marcus Breen
Wisconsin, on 31 May 1908, Ameche’s 
(first) heyday was at Fox in the thirties and 
forties, where he played some 40 leading 
roles, including D’Artagnan in The Three 
Musketeers (1939), the title role in The 
Story of Alexander Graham Bell (same 
year), and Stephen Foster in the early 
Technicolor musical, Swanee River 
(1940).
And then there was Ernst Lubitsch’s 
Heaven Can Wait (1943), probably 
Ameche’s best remembered film, in which 
he played Henry van Cleve, a rich man try­
ing to pass through the eye of the needle 
into heaven, and having his whole life 
reviewed to that end. Not surprisingly, it is 
still one of the high spots for him.
“ It’s been my contention,” he says, “ and 
I haven’t altered it since I first formed the 
opinion, that it is impossible to make a great 
picture without a great director. We haven’t 
had many great directors. In the old days, 
there was Ernst Lubitsch, John Ford, Leo 
McCarey, George Stevens . . .  I’m damned 
near the end of the line. In my book, by the 
way, John Landis and Ron Howard” — the 
directors, respectively, of Trading Places 
and Cocoon — “ are both very good 
directors.”
Even allowing for the protocol of a 
publicity trip, Ameche seems happy with 
the transition from the Golden Age to the 
day of the movie brat — with the leap from 
Lubitsch to Landis — and goes out of his 
way to pay tribute to the new generation.
“ Of course,”  he adds, “ their minds are 
different. Lubitsch was rather a bitter man, 
and kind of wanted to say things about life 
as he saw it. Lubitsch and Landis and 
Howard are altogether different person­
alities. Ron Howard is — oh, God! he’s an 
adorable man! You know: this is a family 
man. He’s Mr Clean, all through and 
through and through. John Landis is not 
like that. John has come up the hard, hard 
way in this business. John’s a little rough, 
especially with the Twilight Zone thing” — 
an on-set helicopter accident, which left 
actor Vic Morrow and two children dead, 
and around which a massive Hollywood 
court case has developed — “ and he’s a 
little bitter. Quite bitter, as a matter of fact. 
But I adore John: I got to be very close to 
him.”
The film in which Landis directed 
Ameche, Trading Places, marked the 
star’s return to the screen after an absence 
of twelve years (his previous film was a slice 
of Disney family pie, The Boatniks, in 
1970). But, as far as Ameche is concerned, 
he left Hollywood in 1950. “ I hadn’t been 
asked to do a picture in maybe two years,” 
he says, “ before I went back to New York.” 
In the next two decades, he did only six 
pictures, but he did a lot of radio and tele­
vision, and a great deal of stage work, 
including a 1975 national tour of the 
Comden and Green musical, Good News, 
with Alice Faye.
Ameche’s movie comeback came pretty 
much out of the blue. “ Ray Milland was 
signed to do the picture,”  he remembers. 
“ Something happened, and he couldn’t do 
it. So Irwin Russo, who was one of the pro­
ducers, called me over to Paramount one 
day around noon, and gave me the script to 
read. I went off to a friend’s apartment, read 
it, called him around three o’clock, and said 
I enjoyed it and would be pleased to do it. 
About half an hour later, my agent called 
me and said, ‘They want you, but they 
don’t want to pay the money’. I said, 'Well, 
do you think that’s the right thing to do?’ He 
said, ‘No’. And I said, ‘I don’t either’ . So, we 
said, 'Well, fine: it’s twelve years. Why lose 
another one now?’ That evening, I went to 
dinner with a friend at Ma Maison. We got 
there about 6.30, and there was a message 
to call my agent. I called him, and he said, 
‘Everything is set. Can you leave on Sun­
day?’ That was Trading Places!”
Strangely enough, Cocoon was the first 
offer Ameche received after the highly 
successful Landis film. As a lot of people 
must know by now, Cocoon casts him as 
one of a group of senior citizens in a Florida 
retirement community, who fall in with a 
bunch of benign aliens. In so doing, they re­
discover their youth. To anyone who has 
met Ameche, it will come as no great sur­
prise that he did most of the stunts which 
come with the rejuvenation. “ I did the 
breakdance — spinning around on my 
back, and some of the other things: yes, I 
did! I didn’t jump up off the floor, of course:
I couldn’t possibly do that! And the dives, 
all but one little flash, were all mine.”
Ameche admits similarities between Art, 
his character in the film, and some of the 
roles he used to play at Fox — the urbane, 
slightly vain man of the world. But he clearly 
doesn’t feel any particular affection for the 
character. “ Art is an extremely selfish man. 
He never abuses himself, ever, for the 
simple reason he never wants to get caught 
in anything. And he never got too familiar 
with a woman, because he never wanted to 
get married. He thought that would curtail 
his pleasures. He did just exactly what he 
wanted, all his life.”
Ameche himself, while admitting an 
extreme fondness for good food and wine 
(something which made the St Petersburg 
location for Cocoon a problem, since the 
city, with a population three-quarters of 
whom are over 65, is not exactly renowned 
for its restaurants), keeps himself pretty 
much in shape, with a five-mile walk every 
day and 25 minutes of exercise five times a 
week. And he certainly doesn’t identify with 
the ‘sunset years’ mentality of St Peters­
burg’s residents. “ 77 is just a number to 
me,” he says. “ There is actually nothing 
that I don’t do today that I did 35 years ago. 
Nothing. I don’t do them as often! But all 
the drives are still in place!”
Nick Roddick
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At the prospect of the summer release 
of another Australian Historical Film, 
the scepticism that simmers in the 
minds of many filmgoers bubbles over 
with a vengeance. Far from seeing the 
industry’s preoccupation with the past 
as a healthy exploration of the national 
identity or a way of providing a valu­
able cinematic archive of a largely un­
documented heritage, many have come 
to regard the historical film as synony­
mous with the ‘safer’ aspects of Family 
Viewing: pretty, unprovocative and 
commercial in a negative sense.
The wry amusement that has flour­
ished over the past year at the simul­
taneous productions of Burke & Wills 
— perceived as the boring, big-budget 
epic — and its comic counterpart, 
Wills and Burke — perceived as a 
timely effort to undermine the rever­
ence with which text-book history is 
learned (and often brought to the 
screen) — succinctly illustrates the atti­
tude. In certain circles, the former has 
been awaited with the chop-licking 
desire to see another pompous saga 
bite the dust, while the latter has been 
regarded as the laudable alternative, 
taking the piss out of the misguided 
fools who orchestrated one of the great 
gaffes of our checkered past.
For Graeme Clifford, the expatriate 
director and co-producer of Hoyts/ 
Edgley’s $9-million tall poppy, Burke 
& WUls, the cynicism has a rationale, 
but little relevance. “ I was aware that 
there was this attitude about period 
pictures,” he says, “ but I only look at 
pictures as stories. When they take 
place is a secondary issue. If you’ve 
got a good story, it doesn’t matter 
what decade or generation or century 
it’s set in: it will still be a good story. If 
I was going to see Burke & WUls, I 
would expect a pretty dull sort of 
documentary about these two guys 
schlepping across Australia. But, to 
my mind, the film is not about that at 
all.”
What it is about, among other things 
(including colonial class structure, 
am bitious ind iv iduals blithely 
embracing ludicrous odds, and some 
of the most astonishing cases of bad 
timing ever recorded), is mateship. 
And the mechanics of the relationship
Facing page: shooting the Long Australian 
March. Director Graeme Clifford on 
location fo r  Burke & Wills with (top) Jack 
Thompson and (below) Greta Scacchi.
between Robert O’Hara Burke (Jack 
Thompson) and William Wills (Nigel 
Havers) has been one of the magnets 
that has attracted Clifford to the tale 
since his school days. “ That’s the way 
I’ve always seen it, right from the 
beginning,” he asserts. “The strongest 
element of the story was the inter­
action between those two characters, 
and that is what the film is about.”
For those familiar with Clifford’s 
debut feature, Frances, the other 
sparks that kept the passion kindling 
over the years will come as no surprise. 
Located primarily and persistently 
amid their family environments and in 
a social climate that produces anguish 
for the character seeking to defy the 
rules, the protagonists are motivated 
by a steely will that inspires admiration 
and results in catastrophe. “ I like 
stories about people who, in spite of 
incredible odds, manage to overcome 
them and rise to some higher level,” 
explains Clifford. “ I like individual 
effort.”
While acknowledging that the his­
tory books have not exactly portrayed 
the participants of the ill-fated expedi­
tion in this light, Clifford is quick to 
explain that this representation was, in 
itself, a motivation. “When I started 
to research a bit, I found that Burke 
had been largely misrepresented in 
many books as a blunderer and an 
idiot — someone who wasn’t in con­
trol, who was just plain foolhardy,” 
he says. “ I didn’t make the film to 
vindicate him, but I knew that my 
interpretation of the story would be 
quite different. The task was to turn a 
story about two people walking across 
Australia into an interesting movie, 
visually and structurally. It took 
Michael Thomas and myself four years 
and five drafts before I felt like 
showing it to anybody.”
The Burke that emerges from Jack 
T hom pson’s perform ance and 
Thomas’s script is a dichotomy. He 
has his blind spots, an instinct for bad 
timing, makes major errors of judge­
ment and exhibits a certain vanity and 
craving for glory that Clifford attri­
butes, in part, to a “ death wish, a 
desire to die gallantly” . However, 
leavening the Irish bull-headedness 
and the Victorian relish in pomposity 
is an integrity, loyalty and tenacity that 
cannot fail to be charismatic. Like the 
John Wayne character in a Howard 
Hawks western, Burke is a giant of a 
man, riddled with idiosyncracies, who 
still manages to win grudging respect 
and affection.
Clifford maintains that he has 
always seen Jack Thompson in the role 
of Burke, from the earliest script 
drafts. Casting the role of Wills, how­
ever, proved something of a hurdle, 
both in terms of the right actor, and 
then of his nationality. “ Wills was not 
a very sturdy man,” Clifford explains, 
“ but he was a very adventurous spirit. 
He desperately wanted to get out into 
the middle of Australia: he put his 
name down for every expedition that 
was announced and was consistently 
rejected. He walked 50 miles from the 
goldfields to be interviewed by Burke 
in Melbourne. I interviewed a lot of 
people for Wills, and never found any­
body here that I liked. But then I 
watched Chariots of Fire again on tele­
vision, and I saw Nigel. From that 
moment on, I couldn’t think of anyone 
else in the part.”
This decision, however, produced 
the predictable problems with Actors’ 
Equity. “ I applied to Equity, who put 
up their usual objections, under their 
usual misguided principles,” he 
bristles, “ and we had to take it to 
arbitration, where we won. Even when 
they had been instructed by the 
government, the Immigration Depart­
ment and the Arbitration Commission 
to abide by the decision, they still tried 
to undermine it.” Clifford remains 
dubious about the rationale of ‘pro­
tecting the Australian Film industry’.
Having cast his leads, however, 
Clifford continued to adopt a stance 
on areas that were not subject to com­
promise, in many ways exhibiting 
exactly the sort of commitment to a 
personal vision that distinguishes (and 
often destroys) his characters. One 
non-negotiable was location. His in­
sistence on shooting the saga in its 
authentic locales sent budgets rocket­
ing, producers quaking and sceptical 
tongues wagging with glee. “ I had a lot 
of people saying ‘God, it’s going to 
cost us a fortune to schlepp everyone 
to Cooper’s Creek for five weeks to 
shoot this: let’s do it in Sydney, on the 
Lane Cove River!’ My response was 
not to make this movie at all, but to 
make one that is set on the Lane Cove 
River.
“Not that movies need to be set in 
absolutely accurate locales, but I felt 
that, in this case, it was important. 
And it was worth it. Most of the film­
ing at Cooper’s Creek was done less 
than 200 yards from where Burke died. 
That, to me, was very important 
emotionally. I wanted to make the real 
emotional story of Burke and Wills. I 
don’t mean that it had to be accurate 
in every minute historical detail, but it 
was important to be in the real places,
rather than over on the Cronulla sand­
hills. And it certainly affected the 
actors, because they draw on all sorts 
of sources for their performances, and 
to be in the place where you know that 
the men must have walked 125 years 
ago . . .! Nothing has changed! The 
‘Dig’ tree is still there, so is the tree 
that Burke died under, and that had an 
effect on the cast and crew.”
The decision to shoot on location 
was not without its pitfalls, however. 
The expansive, dramatic landscapes 
that Clifford trekked across Australia 
to find proved as fascinating and mer­
curial as they had a century ago for the 
expedition. “ We had to build our town 
from scratch,” he recalls. “We rented 
a mining village — those trailers that 
they cart around the country for guys 
drilling for oil and gas — and moved it 
to Cooper’s Creek.” While he laments 
that there were even better locations 
that were inaccessible, short of trans­
porting the crew in by helicopter, the 
sites used proved their power, and 
took their toll. “The country changes 
in a flash,” he says, “which is what is 
so amazing about the outback. If it 
rains overnight, you can’t move the 
next day. It did rain one night, and I 
couldn’t shoot a thing for two days 
because the ground becomes slick, like 
slippery mud, and none of the vehicles 
will move. And, if you get a hot spell, 
all the waterholes dry up. Travelling 
100 miles, which might take a couple 
of days, can take a week or become 
virtually impossible.”
A welcome but unexpected addition 
to the crew was Sidney Nolan who is, 
perhaps for the purpose of adding a bit 
of high-brow pep to the publicity, 
credited as the film’s ‘Official Artist’. 
“ I’ve admired his work enormously,” 
Clifford explains. “ He is by far my 
favourite living Australian painter and 
his work has had a huge impact on the 
way I see the outback. His paintings of 
Burke and Wills have fascinated me 
since I was a kid, as has the Ned Kelly 
series. So, when I knew that I was 
going to make the picture, it seemed 
natural to phone him and ask him to 
come along, even though we’d never 
met. He jumped at the chance. I gave 
him a script to read and we got to 
know one another through two meet­
ings that we had in London at 
Fortnum and Mason’s tea room. He 
came with us and literally became one 
of the crew and lived under the same 
conditions out there in the sun.” 
Though Nolan did not contribute 
directly to the look of the film, 
Clifford feels that his presence was an 
input in itself, and that one shot in par­
ticular — of the kangaroo carcasses 
locked together in the sand — could 
have come directly (if unconsciously) 
from Nolan’s work.
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The spectacular landscapes that 
Clifford combed the country to find, 
and that Russell Boyd has masterfully 
captured on film, are just a part of the 
process of bringing a legend to profit­
able life on the screen. More concrete 
concerns — running time, commercial 
viability and putting dramatic impetus 
into a tale that children yawn through 
in primary school — also take their 
toll.
The film currently runs for two 
hours and 20 minutes, a length that 
might alarm viewers used to brisk 
90-minute features. “ Originally, I 
wanted the movie to be three hours 
long, with an intermission,” Clifford 
recalls. “ Then I decided that it didn’t 
warrant that length, so I cut it down. 
There’s a myriad things I wanted to 
use, but I think that it is the optimum 
length now. Thankfully, I’ve not been 
forced to take anything out that I 
haven’t wanted to lose.” Among the 
discards that found their way on to the 
cutting room floor were scenes of 
Burke, an accomplished pianist, play­
ing the piano; a number of scenes 
delineating the bond between King 
(Matthew Fargher) and Grey (Ralph 
Cotterill); and further examples of the 
incredible ironies that plagued the 
party. Clifford felt that the latter 
scenes, while historically accurate, de­
tracted from the narrative thrust, and 
might have stretched audience toler­
ance to its limit.
Perhaps surprising to those anticipa­
ting a dry, faithfully ‘realistic’ rendi­
tion of the story, however, is the inclu­
sion of a number of scenes that 
deliberately draw attention to cine­
matic devices and to landscapes that 
clearly exist only in the mind. They in­
clude the way in which King recounts 
Burke and Wills’s last hours, the 
surreal quality of the Aboriginal Rain­
bow Serpent rituals and Wills’s hallu­
cination of the ocean that he believed 
once covered the desert. Clifford says 
that “ originally, the whole story was 
one giant hallucination, and there were 
a lot more of those scenes. But I took 
them out because the picture became 
too diffuse. Unfortunately, these are 
the things that you have to face when 
you’re making a film. When I showed 
those early scripts to people, they 
didn’t know what the hell kind of 
picture I was trying to make: they were 
totally bewildered. And I know for a 
fact that I would never have got the
“ Filmmaking is an 
organic process and, as 
you get into a film, it 
starts to dictate to you 
what has to happen next”
money to make the film if I hadn’t 
made the script more accessible. 
People are afraid of that commer­
cially; and, in that respect, they’re 
almost undoubtedly right, because you 
attract a very art-house crowd. For a 
$9-million picture, that’s not who you 
should be going for. I had to make the 
movie more accessible, and to simplify 
it a bit. There are a lot of people in this 
country who think that no picture 
should cost more than $2 million — 
that $9 million is an unconscionable 
amount. I just hope that they can see 
why some films should cost more, that 
the money is up there on the screen. I 
made a lot of effort to justify what 
we’d done.”
Discussion of practices and attitudes 
within the local film industry provokes 
the sort of responses from Clifford 
that are reminiscent of his characters 
— outspoken, direct and refusing to 
mince words for the sake of 
diplomacy. While emphasizing the 
dedication of Australian casts and 
crews, he maintains that the “ philo­
sophy of filmmaking, on the produc­
tion side, is different in Australia. Part 
of the problem is this silly 10BA busi­
ness, which I think is a debacle. The 
sooner they get rid of it, the better. 
Unfortunately, having said that, 
there’s no instantly replaceable system 
to take its place. But the Australian 
film industry is hampered by a public 
service mentality. And, because it’s so 
small, people are afraid to criticize one 
another, to say ‘You’re incompetent, 
do a better job’, because they may 
have to come to that person next time 
to get another job. And the business of 
individual investors financing a picture 
can be a bit of a problem. I’m sure that 
the individual investor is enthusiastic 
about what they’ve invested in. But 
maybe not: maybe they don’t know 
whether they’re making films or 
refrigerators.
“ People in Australia criticize the 
American studio system, but it’s head 
and shoulders above what exists here, 
inasmuch as it is run, fostered and 
financed by people who make pictures. 
They’re in the business because they 
like making pictures. They also hope 
to make a profit, but that money goes 
back into making movies. The people 
who invest in films here may invest in 
mining or research next year: it 
depends on what is more lucrative. I 
find that a bit depressing. I’m used to 
working in an industry with people 
who care about what they’re doing.”
Clifford also identifies a lack of 
flexibility, also emanating from the 
production end of the cycle, that 
causes problems for a director who 
does not subscribe to the belief that 
each scene is written in stone. “ Film­
making is an organic process and, as 
you get into a film, it starts to dictate 
to you what has to happen next. Some­
times, you find it necessary to shoot a 
scene that wasn’t written, or you 
decide to take out a scene that seemed 
very important. I didn’t find that sort 
of flexibility in the production people
here. They’re used to dealing on a 
rigidly controlled basis, where every­
one knows weeks in advance precisely 
what they’re doing. As soon as you 
introduce flexibility into their system, 
they freeze. Instead of embracing it, 
going with it, they get very nervous. 
We came in on schedule, but there was 
some gnashing of teeth, because 
they’re not used to working in an 
adaptable fashion.”
For a director with Clifford’s back­
ground as an editor, with credits like 
McCabe and Mrs Miller, The Long 
Goodbye, Don’t Look Now, The Man 
Who Fell to Earth, The Postman 
Always Rings Twice and Convoy 
under his belt, one would expect that 
staying out of the editing room would 
take considerable self-control. How­
ever, working with editor Tim Well- 
burn seems to have allayed any such 
impulses. “ Tim and I were in the film 
business together at Artransa in 
1963-64 and this is the first chance that 
we have had to work together in 20 
years,” he explains. “ One of the 
things that I appreciated when I was an 
editor was the opportunity to interpret 
what the director had done, and 
perhaps to show him something that he 
hadn’t thought about. So, I’d go into 
the editing room when Tim wanted to 
show me something. The rest of the 
time, I’d stay out.”
His attitude to the post-production 
process again illustrates the single­
m indedness th a t charac terizes 
Clifford’s view of filmmaking. “ I 
think that if you’re going to spend a lot 
of money on a film, you can’t rush it,” 
he asserts. “ I don’t subscribe to the 
theory of running with three editors, 
hacking the film together in three 
months and rushing it onto the 
market. If someone was to confront 
me with a schedule like that, I’d pass 
the film up. The way I make pictures is 
a very personal, painstaking process, 
because I enjoy the process. I enjoy the 
detail and the intimacy that you 
develop with the film after a time. And 
again, like spending the money to take 
the cast and crew to Cooper’s Creek, 
the time that you spend looking at the 
picture over and over and over pays 
off.”
On Clifford’s last visit to Australia, 
to promote Frances, he spoke with 
enthusiasm about several projects, in­
The private side o f  a public obsession: Jack 
Thompson as Robert O ’Hara Burke and 
Greta Scacchi as Julia Matthews, his 
fiancee, in Burke & Wills.
eluding films about Amelia Earhart 
and Isak Dinesen. While the former 
has slipped on to a back-burner, the 
latter has gone ahead with Meryl 
Streep and Robert Redford, directed 
by Sydney Pollack. “ They’re making 
Out of Africa without me!” he laughs, 
“ and I spoke to Sydney about it. We 
were in England together. He was cast­
ing that and I was casting the maze 
sequences for Burke & Wills. I’m glad 
that someone is making it and I’m glad 
that it’s him. He’s a wonderful film­
maker and a wonderful man. But, in 
my imaginings, I didn’t see Streep and 
Redford. I would’ve cast an English 
guy, but who knows: it might be fine.”
Clifford’s talk of future plans betray 
concerns that are becoming consistent 
in his work: gruelling personal quests 
resulting in a triumph that may be 
bitter-sweet at best, examination of 
family, community and social conven­
tions, and a fascination with land­
scapes that may only exist in the mind.
“ I found this book called Water 
Dancer,” he enthuses, “ which a girl in 
New York wrote. It’s an incredibly 
evocative story centred around mara­
thon swimming. She swims ocean 
expanses, like the English Channel and 
the strip of water between Vancouver 
and Vancouver Island. What appeals 
to me is the opportunity to go off into 
another world when you’re swimming. 
Each long-distance swimmer that I’ve 
spoken to has talked about different 
levels of consciousness and hallucina­
tions half-way through the swim. It’s 
so rhythmic and you’re so alone, 
floating in this liquid. That really 
fascinates me.
“ I’m also interested in a book called 
Winter People, which is about a 
woman and a child living in the 
Appalachian mountains during the 
Depression. A man from Chicago 
suddenly turns up in their small town 
and has an incredible effect on the 
entire town and particularly on this 
woman, who has never told anyone, 
not even her family, who the father of 
the child is.”
As for plans to continue making 
films in Australia, there are apparent 
attractions and obstacles. “ I’m inter­
ested in making Opal Fever, which is a 
story about a father and son and their 
in te ra c tio n  w ith a h a lf-ca s te  
Aboriginal girl, set in the opal-mining 
fields. It’s set in the sixties, because 
that’s when the book was written, but 
it could work equally well in the 
eighties.” The inclination does have its 
drawbacks, however. “ I’d like to do 
another film here,” he says, “but not 
to do the post-production here again. 
Not because the facilities aren’t up to 
scratch, but because it keeps me away 
from home for too long. I’ve sacrificed 
an incredible amount of my personal 
life and my family life to work on 
Burke & Wills. In retrospect, I 
wouldn’t do it again. The only thing 
that has kept me going is the obsession 
to make the film to the best of my 
ability.”
It is perhaps that obsession, that in­
sistence on bringing a long-standing 
passion to the screen with only the 
compromises that are clearly justifi­
able or simply inevitable, that dis­
tinguishes Burke & Wills. And, if the 
test screenings are any indication, the 
surprised reaction coming from the 
audiences may be some indication that 
the stigma of the Historical Film can, 
after all, be diffused. ★
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Nick Roddick talks to the ever-active Bob Weis, about his 
excursions into history, his mini-series The Dunera Boys, and 
his new feature, Wills and Burke.
Recently, at one of those get-togethers 
which seem (but probably aren’t) 
exclusive to the film industry — 
gossip, booze, canapes and a ‘humor­
ous’ speech halfway through — the 
proceedings were briefly interrupted 
by a flurry of movement near the door. 
Groups parted, reformed and, having 
done so, all seemed mysteriously to 
have acquired newspapers. As it 
turned out, they weren’t real news­
papers: they were publicity sheets for 
Wills and Burke, in the form of a 
mock nineteenth-century newspaper 
called The Colonial Cryer. Bob Weis, 
in other words, had arrived, with a bag 
full of them. “ Who else but Weis,” 
said someone, “would bring publicity 
material to a party?”
It was probably intended as a critic­
ism. But it shouldn’t really have been. 
The thing that has distinguished Weis, 
from his early forays into the Victorian 
film and television business in the 
seventies (when, along with Judi 
Stack, Brian Walsh and a number of 
others, he was one of the founders of 
Open Channel), is the determination, 
if not to do, at any rate to be involved 
in every side of the business.
From beginnings that can best be 
described as ‘alternative’ — for 
example, he produced and co-wrote 
the 1976 cult movie, Pure S, and 
produced the ground-breaking 
children’s TV series, Stax (1979) — 
Weis has, in the eighties, become one 
of Australia’s most active producers, 
with credits that include three feature 
films, two documentaries and no less 
than three mini-series (“ I tend,” he 
says, “ to interchange film and tele­
vision. For me, the only real implica­
tion is method of delivery. Questions 
of style can be pursued in either” ).
The first eighties movie was The 
Clinic (1982), which achieved the 
almost impossible by being a simultan­
eously funny and touching study of a 
Melbourne VD clinic. Then there was 
Heartbreakers, which he produced last 
year in the US for Orion, and which 
Variety described as “ one of the best 
American films in some time about 
contemporary relations between the 
sexes and men’s emotional lives” .
Finally, there is this month’s historical 
counter-epic, Wills and Burke, which 
is to the Hoyts/Edgley Burke & Wills 
what Norman Gunston’s Australia is 
to Life on Earth. Indeed Gunston, 
alias Garry McDonald, plays Burke.
Of the documentaries, both con­
cerned with the holocaust, Weis 
directed one, Proud to Live (1980), 
and produced the other, Raoul 
Wallenberg: Between the Lines (1985), 
which was voted Best Documentary at 
this year’s AFI Awards. Finally, there 
have been the three highly-acclaimed 
mini-series: Women of the Sun (1981), 
Waterfront (1984), which has just had 
a very successful outing on Britain’s 
Channel 4, and The Dunera Boys, 
which played on Channel 10 in 
October to an almost universally 
favourable response. It is not the sort 
of credit list a producer racks up sitting 
by the pool smoking cigars.
Weis’s involvement with telling 
stories on film began, as a lot of the 
words he uses to describe the process 
indicate, in the late sixties. “ I started 
to become a filmmaker when I was 
studying law at Monash University,” 
he says, “ and realised I couldn’t stand 
the sight of blood or the sight of 
contracts! That ruled out a law career, 
so I got involved in a university film­
making group, and made a short film 
which was universally hated — a real 
young man’s film, about the alienation 
of the working class.”
After that experience, Weis quit 
Monash and took off for Europe, 
where he attended the London Inter­
national Film School, a grandiose 
name for a struggling institution 
which, he recalls, was actually 
bankrupt on the first day of every term 
(until the student fees had been paid 
in). Like a lot of educational exper­
iences, it was the ‘in spite of’ rather 
than the ‘because of’ that was impor­
tant: the people he met, the things they 
discussed and the films they saw, 
rather than what they were actually 
taught. “ It was a really interesting 
time,” he says, “ towards the end of 
the French New Wave. It was when 
Godard was making all those incred­
ibly didactic movies. We would watch,
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you know, 20 or 30 movies a week. But 
I dropped out after a year, came back 
here and did the equivalent of rock ’n’ 
roll clips. I ended up doing a music 
special for Channel 9 on Daddy Cool, 
led by Mondo Rock’s Ross Wilson — 
that was his band of the early 
seventies.”
His aim remained, however, to 
direct films, because that, in the after­
math of the auteur theory, was what 
filmmakers did. “ I made a film with 
money from the Experimental Film 
Fund called Children of the Moon 
[1974],” he says, “which, for me, was 
the bursting of that bubble of auteur 
filmmaking. I produced and directed 
it, and it was pretty awful. There were 
some good things in it, but it taught me 
that I certainly didn’t have the skill to 
do all the jobs that are required on a 
film, and that different people do them 
for very good reasons.”
From that experience — as well, 
presumably, as from the general air of 
collective action that characterized the 
more positive side of sixties revolt — 
came Weis’s determination that, while 
filmmaking could not be a wholly 
individual activity, there had to be a 
degree of collaboration and co-opera­
tion — a shared aim — if any project 
was to be successful. “ I think that a lot 
of the filmmaking experience here was 
absorbed by rumour,” he says. “The 
French New Wave, for instance, threw 
out the myth of the auteur. And, 
although they were very brilliant film­
makers, the French were the most 
corporate of the lot. Not only would 
Godard share the filmmaking process 
with the people that he was working 
with, but he would also send his scripts 
round to his mates who weren’t 
working on it at all for comment. 
Here, we understood auteurism as 
meaning that one man was the centre 
of all knowledge, and that it was a sign 
of weakness to seek any support 
anywhere. I’ve never seen that work, 
anywhere in the world. I’ve seen 
people attempting it, but I’ve never 
seen it absolutely successful.”
The need for co-operation also 
established itself as a priority for Weis 
for other, more personal reasons.
“The early films I did in the mid­
seventies were very good learning 
experiences, but they were personally 
disastrous. Children of the Moon and 
Pure S were very, very difficult films 
on a personal level. People didn’t get 
on: they were just real shit-fights. So, I 
said to myself, ‘If we believe the 
political rhetoric that we speak, then 
we can’t work like this’.
“When I went back into film produc­
tion with Women of the Sun, the basic 
principle that I tried to instill in the 
people I worked with was (a) I don’t 
want to work out of panic; and (b) I 
don’t want to work out of fear. I want 
to work with people who share a
vision, and who have respect for each 
other. And I think that’s something 
that’s grown from project to project. 
Those people who share that sort of 
insight and motivation have tended to 
stay, and those people who don’t have 
tended not to.”
It is, however, less a question of 
having a team whose quirks and 
predilections he knows that appeals to 
Weis: it is more the notion of working 
with people who want to make the 
same film. “There’s an interesting 
example from Women of the Sun,” he 
says, “where one of our most sought- 
after directors at the time wanted to do 
one of the episodes. I gave him the
script and said, ‘Well, tell me what you 
think of it’. And he said, ‘Well, I can 
do it’. And I said, ‘Yes, but tell me 
what you think of the script’. He said, 
‘Oh, it’s fine’. So I said, ‘Why do you 
want to do it?’ He said, ‘Well, I’ve got 
a gap between finishing the film I’m 
doing now and the next one, which 
starts in February’. For me, that was 
completely wrong. In the end, I found 
a guy who said to me, ‘I think it’s 
great, and I really want to tell the 
story’. Now, he may have been fibbing
Above: Waterfront. Below, Garry Mc­
Donald (left) and Kim Gyngell in the title 
roles of Wills and Burke.
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to me at the time, but that was exactly 
what I wanted to hear.”
All the talk about shared visions 
makes it fairly clear that the untold 
stories — to borrow the working sub­
title of Wills and Burke — which Weis 
wants to tell are not just any old 
stories. The echoes of the sixties 
remain there, too: with the exception 
of The Clinic, all Weis’s post-1980 
A ustralian  projects have been 
concerned with history. That, of 
course, doesn’t mean they are ‘heritage 
movies’ — not, as Weis puts it, “ the 
kind of neo-nationalist historical 
reconstructions that say, ‘We are 
great, and we struggled against all the 
odds’ ” . The historical films and mini­
series that he has produced have dealt 
with people caught at moments of his­
torical conflict, like the Aboriginal 
women in Women of the Sun, the Jack 
Thompson-Greta Scacchi couple in 
Waterfront, and the deportees of The 
Dunera Boys. Or, as with Wills and 
Burke, they are major historical 
figures evidently ripe for some kind of 
reappraisal.
Family history has something to do 
with all this. “ I think one of the major 
influences in my life has been being a 
child of parents who survived the 
Holocaust. That, to me, is the major 
issue still unresolved. I’ve done two 
docos that dealt directly with that 
subject matter. Proud to Live was an 
oral history of the Holocaust, as told 
by six Melbourne survivors, which for 
me was an extraordinary experience. I 
directed that, and Karin Altmann 
edited it. Karin directed the Raoul 
Wallenberg film, and I produced it. 
They’re both very personal films for 
me.”
With The Dunera Boys,written and 
produced by Ben Lewin, Weis has been 
able to take the process of docu­
menting that experience one step 
further. Dunera Boys is not concerned 
with the ‘final solution’ as such, but 
with a bizarre side-effect: the paranoia 
about enemy aliens, which led the 
British government to ship two 
thousand refugees from Hitler’s 
Germany (mainly, but not exclusively, 
Jewish) off to Australia in 1940 as 
prisoners of war. The Australian 
government, having been sent the
Below: early days. John Lurie (left) and 
Ricky Callander on the run in the Weis- 
produced Pure S.
Dunera boys — named after the troop­
ship on which they were deported — as 
prisoners, decided that that’s what 
they should remain. The focus of the 
mini-series, however, is not so much 
on oppression, as on coping with it — 
on the strange simulacrum of Viennese 
cafe society that they created on the 
fringes of the desert.
“We’ve basically fictionalized the 
story,” says Weis, “ and, for me, it is a 
sort of breakthrough in Australian 
television drama, because it works on 
the level of drama and irony. There are 
lots of situations that are set up which, 
in something like Bodyline or Cowra 
Breakout, would be melodramatic, but 
which, in fact, have an ironic 
content.”
Irony and the desire to break moulds 
— the mould of nudge-nudge sex 
comedy in The Clinic; the mould of 
Australian heritage reverence with 
Wills and Burke; the political melo­
drama mould with Waterfront — has 
consistently dictated Weis’s choice of 
style and approach. “For the hours 
that you’re working and the absolute 
lack of glamour in this industry,” he 
says, “you’ve got to be in it for some­
thing. And, for me, it’s two things: to 
extend the degree of difficulty of 
what’s been done before, not neces­
sarily by everybody in the world, but 
by me and my colleagues; and to do it 
to some effect. With Waterfront, for 
instance, I think we tried to do some­
thing different, in that we took a large 
social canvas, filled it with characters 
who were immediately familiar to the 
audience, and then gave them edges 
that people didn’t expect. Thus, the 
manager of the shipping company, 
who might have been somebody who 
was being done over by the unions, or 
who was doing over the unions, was a 
guy who was stuck in his life much the 
same as everybody else, and who was 
pushed by certain priorities, some of 
which he set, some of which were set 
for him.”
Robert O’Hara Burke, of course, 
was also both a victim of Victorian 
ideas and a stalwart upholder of them. 
But it was the enormity of his failure, 
reckons Weis, which has made him a 
national hero. “ For me, the Great 
Australian Film is where a heroic but 
not too heroic figure struggles against 
adversity and loses. And we love him 
for not succeeding, for not embarrass­
ing us with any claims to success.
Above: Warren Mitchell as Mr Baum, 
clinging on to the last vestiges o f European 
civilization in The Dunera Boys.
There’s an enormous suspicion in this 
country towards people who try too 
hard: it means you’re trying to be 
better than your neighbour. What we 
are saying in the film is, ‘Enough’s 
enough: let’s have a look at these guys 
for what they really are. What they 
tried, by the way, wasn’t outrageously 
difficult: the rescue party that went 
looking for them did the trip that they 
took months to do in weeks. What was 
outrageous, I think, was their personal 
lack of skill and preparedness to do the 
job at hand. Any sort of cool analysis 
of Burke’s historical role suggests that 
perhaps the word ‘burke’ is derived 
from his name!”
Writer Philip Dalkin, whom Weis 
had never met, dropped a script off 
when Weis was shooting Waterfront. 
“ He was very persistent. I kept hearing 
the person answering the phone 
saying, ‘No, he’s not in’, or ‘No, he 
hasn’t read it yet’. When I finally got 
round to reading it, it was right for me, 
at that moment. It said a lot of things 
that I found important to say. It took 
all that puffed-up seriousness of the 
sort of Australian heroes that we 
create ad nauseam, and put a pin in it. 
And it deait with Australian society 
and Australian history in a way that I 
found both amusing and appealing.
“ What few people realise is that 
Philip Dalkin’s history of the project 
has taken him through an enormous 
amount of research. He probably 
knows more about the Burke and Wills 
expedition than any person alive. And 
that is reflected in the script. Even 
though (or maybe because) it’s 
comedy, he’s found a dramatic essence 
to those characters which I find incred­
ibly powerful and incredibly real. For 
me, the essence of comedy is not 
setting up straw characters and 
laughing at them: it is in finding a 
truth that somehow you can’t deal 
with at the same level in drama.”
The film, which Weis for once 
directed as well as produced, was made 
for under $2 million — around a fifth 
of the Hoyts/Edgley Burke & Wills
budget. Weis, though, is adamant that 
his film isn’t a riposte to the other 
version. “ I wouldn’t have wasted two 
years of my life on that. Actually, 
though, I would have-liked to make it 
for less. My feeling is that we could 
have made it for under a million a 
couple of years ago. It concerns me to 
a great degree that, five years ago, a 
million-dollar film in Australia was 
big-budget. Today, a film of $2-3 
million is considered low to medium. 
We’re not getting graduate increases in 
production value on the screen, or in 
box-office returns. If you want to 
make a $ 10-million film in Australia — 
if you want to make anything over $3 
million — you’re either extremely opti­
mistic, or you don’t care about the 
business reality of filmmaking. 
Because the fact of the matter is that, 
to get that money back at the box­
office and from television and video, 
you’ve got to have the biggest hit ever 
in Australia. And you can’t predicate 
an industry on having every film be the 
biggest hit ever.
“ I think we should make films for 
ourselves. The Australian films that 
have done best internationally have 
been the ones that are most Australian
— the ones that no other film industry 
could have made. And that’s logical. If 
your film is a clone of eight others, 
why would anyone want to see yours?
“ It’s harder, because the perception 
of the distributors at the moment is 
that anything that doesn’t appeal to 
twelve-year-olds hasn’t got a shot, and 
that hasn’t tended to be my main area 
of interest. But I perceive a change in 
direction: I think older people are 
starting to go back to the cinema, after 
nearly eight years of staying away. 
There’s a whole new audience that 
possibly hardly ever went to the 
cinema — people who are now in their 
thirties, and who missed out on the 
whole diversification of cinema 
through the late sixties and early 
seventies, and who possibly don’t go to 
the kiddie movies of the eighties. 
That’s evident from the rebirth of the 
independent distributors in the States
— the specialist distributors. And I 
think — I hope — they’re going to 
grow up here too.” ★
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It started with a phone call in late 
August. Having decided to step down 
as general manager of Enterprise 
ColorVideo, Sydney’s major indepen­
dent video production house, Steve 
Priest was waiting for the first call that 
would give him the opportunity to 
produce or direct a video clip or a long 
form. Starting his career as a tape 
editor with TCN 9 in early 1969, Priest 
got his first taste of music on Band­
stand and, in 1975, started as manager 
of ECV, after working on concert 
specials for Helen Reddy, Rolf Harris 
and Dinah Shore at the Opera House.
In his ten years with the production 
company, Priest did over 200 clips 
and several concert specials for artists 
like Santana, Little River Band, Thin 
Lizzy, Kiss and Elton John. For the 
latter, he produced ‘Sad Songs’, with 
Russell Mulcahy directing, and did 
‘Heaven’ (director: Steve Hopkins) for 
the Eurogliders. Leaving ECV in early 
August of this year and setting up as 
Stephen Priest Enterprises, he is 
currently planning a joint venture with 
events promotion company Spectak 
for a mini-series on the history of Aus­
tralian television, but that project 
doesn’t start until 1986. A feature film 
with Steve Hopkins directing is also on
Light fantastic: Steve Priest on set for  
‘Music Change the World’.
the cards. His first job as an indepen­
dent was not, however, something he 
was entirely prepared for.
Barely settled into his new office in 
Chatswood, he was summoned to CBS 
Records in East Sydney, where the 
managing director, Dennis Handlin, 
was already chairing a meeting. 
Having produced over 50 clips for 
CBS, Priest was used to sudden calls. 
But this one was different.
A few weeks earlier, Trevor Smith 
of radio station 2MMM had presented 
CBS with a special song that he really 
wanted the company to press and dis­
tribute. It was three minutes long, had 
been written by an eight-year-old 
Adelaide boy called Brendan Leigh 
Woithe, and its title was ‘Music 
Change the World’. What made it 
special was that it had been the 
winning entry for the Australian end 
of the International Children’s Peace 
Prize contest. Originally recorded with 
a keyboard backing and vocals from 
Brendan’s school class, the song and 
its composer became the subject of 
press articles and television appear­
ances on Willesee, The Midday Show 
with Ray Martin and Good Morning 
Australia. With the encouragement of 
Midnight Oil’s Peter Garrett and the 
assistance of an all-star band of Aus­
tralian session musicians, the song was 
brought to master tape.
Armando Hurley, a black American 
who had emigrated to Australia on the 
day that Brendan won the prize, sang
the vocals, with backing from John 
Swan and Maggie McKinney. Guitarist 
Rex Goh, bass player Ross Hannaford 
and Sam McNally on keyboards 
provided the music that made ‘Music 
Change the World’ a world-class song 
ready for record release.
Trevor Smith had the clout of 
2MMM to guarantee airplay and, as an 
adviser to the Australian Children’s 
Foundation, he was chosen to pitch the 
idea to record companies. It was not 
an attractive deal: the record company 
would press, distribute and promote 
the single, donating all the proceeds to 
a special fund for young people aged 
between six and nineteen. Chris 
Gilbey, head of MCA Music and 
another heavy on the Australian Child­
ren’s Foundation’s advisory board, 
had already agreed to administer the 
publishing income.
Finally, CBS agreed to release the 
record, and it was scheduled for 12 
August distribution to all retail stores 
in Australia. In addition, CBS would 
release the song in other countries, 
with 50% of the proceeds going to 
equivalent charities in those territories 
and 50% flowing back to Australia. In 
the meeting that Priest attended a few 
weeks after the song’s release, ways of 
promoting the song locally and inter­
nationally were discussed. As with any 
other tune, there were reps pushing the 
record to the retailers, promo men 
hassling radio stations for airplay, and 
the publicity department issuing press 
releases and cultivating media interest. 
As with many other songs before it, 
these efforts weren’t enough.
In any other case, the record 
company would have commissioned a 
video clip to familiarize the public 
through television exposure, video 
jukeboxes and videotheques, and 
perhaps as a short before a youth- 
oriented feature film in the cinema. 
But CBS did not stand to make any 
money from the song, and could not 
justify $10,000 on a clip.
Hence the call to Steve Priest, who 
turned up at CBS prepared to hear the 
usual pitch for a world-class clip on a 
third-world budget. “ It’s an important 
single to us. We need a submission. 
We’ve just released it and we need a 
clip done fast. You’re our man. The 
budget isn’t great. We want your 
concept today and the storyboard and 
budget proposal tomorrow. We’re sure 
you can get the new flavour-of-the- 
month director a little cheaper. We’re 
tight for time. We’ll pay you as soon as 
the clip is delivered. We’ll call you with 
the approval before tonight. Your 
cheque is in the mail. We’ll make it up 
to you on the next one. Let’s have 
lunch.” What Priest was not prepared 
for was: “ We need this one for free” .
After the initial shock had subsided, 
however, Priest became caught up in 
the challenge: to produce a clip that 
would normally cost over $50,000 
strictly on contra deals. He came up 
with the idea of getting as many music 
personalities as possible to participate, 
as in ‘We Are the World’. Indeed, the 
idea soon expanded to include the 
world: the concept was for artists from 
the UK and the US to sing the chorus.
The problem was cost: airfares for a 
four-man crew — $10,000, or a contra 
from an airline, hopefully Qantas; the 
crew — four on the road for two
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Above, Steve Priest (left) with the clip’s 
producer, Laurie Levy (right), and singer 
Armando Hurley. Below, The Mentals: 
with 6,000 units sold, their video is a hit.
around the world, a set of six screens 
surrounding Armando’s control panel 
would be used to cut in and present the 
artists miming the lyrics to the chorus.
Now came the hard part: getting 
together all the personnel, the studio, 
Aussat’s dish, then all the gear, the 
editing time and — hardest of all — 
the musicians and personalities to 
appear in the clip, together with the 
permission of managers and record 
companies. Within the next two days, 
Priest had decided to direct the clip 
and hand over producing to Laurie 
Levy with whom he had worked on 
past ECV projects. Russell Mulcahy’s 
art director and set designer, Steve 
Hopkins, volunteered to put together 
the visual look and, finally, ended
Clipmaking
In the past year, according to record 
company figures and information 
culled from band managers and other 
sources, there were 125 video clips 
made in Australia. Most of these were 
commissioned by record companies, 
but some were independently made 
by bands in search of a record deal or 
a live performance.
The highest budget for an Austra­
lian clip was Little River Band's P lay­
ing to Win’ at $92,000, followed by 
Icehouse’s Taking the Town’, at 
$62,000. But most clips are made for 
budgets of between $12,000 and 
$15,000, with major artists demanding 
$25,000 and up. Two years ago, the 
average was $10,000-$12,000; prior 
to that, clips cost between $7,000 and 
$9,000.
More than 60 producers and direc­
tors handle the chores, with fewer 
than ten relying on video clips for the 
major portion of their incomes.
Long-form projects for bands this 
year have included home videos for 
Mental as Anything, Mondo Rock, 
Dragon, INXS, Midnight Oil, Uncanny 
X-Men, Gang Gajang. Redgum, Euro­
gliders, Split Enz and The Sports. At 
time of going to press, the Mental as 
Anything video had sold 6,000 units in 
a market where a music video title is 
considered reasonably successful if it 
sells naif that amount.
Long-form video projects in Aus­
tralia often cost less to produce than a 
single clip for a major overseas artist, 
which can regularly exceed $100,000. 
Elton John’s recent 'Sad Song’ dip, 
shot in Sydney by Russell Muicahy. 
cost $150,000, whiie Phil Collins spent 
over $250,000 filming portions of his 
‘Don’t Lose My Number’ clip and 
parts of a long-form project.
Based on estimates for dips, long- 
form productions and other music 
video work for local and overseas 
artists, in excess of $3.25 million will 
have been spent on music videos in 
this country in 1985. This compares 
with an estimate of $2.5 million in 
1984, and $1.5 million in 1983.
from a DVE, ADO, Paintbox and a 
few other gimmicks to make it totally 
out of this world, it would come in just 
under $150,000. ‘Go for broke’ was 
the operative phrase.
For a concept that was relatively 
simple, the end result would be the 
type of clip that would gather world­
wide airplay on music video pro­
grammes and assure the record’s 
success at home and abroad. Who 
could resist the image of a group of 
Aboriginal kids dancing round the 
Aussat satellite dish shot from a heli­
copter, then cutting to a mock-up of 
the satellite’s control room with lead 
singer Armando flicking the switches, 
turning the dials and operating the 
tape machines just like a Grand Master 
Flash rap deejay? The song was suited 
to the idea of world peace through 
communications; the beat was right 
for dancing and quick edits. And, to 
incorporate the personalities from
weeks, plus expenses — added up to 
another $10,000; the personnel for a 
one-day studio shoot — about 30, 
figuring a normal call for a clip of this 
magnitude: director, first assistant, 
camera operator and assistant, art 
director and creative designer, grip and 
gaffer and their assistants, half a 
dozen set builders and perhaps four 
stage-hands, a production assistant, 
production secretary, sound playback 
operator, make-up, hair, choreo­
graphy and catering; two lighting rig­
gers and a Louma crane operator plus 
assistant for the aerial shots . . . 
another ten grand.
On the way back to the office, the 
radio gave the news that Aussat had 
been launched and, like a religious 
experience, Priest had a vision of the 
concept, stopped the car, took some 
notes, got on the car phone and started 
the wheels turning in high gear. By the 
time he was back in the office, the 
concept had crystallized and the imag­
inary budget was starting to hurtle past 
the $50,000 mark. He had already 
tallied up the equipment, services and 
facilities: two video cameras (no 
chance of film this time), Louma 
crane, lighting truss capable of illum­
inating a huge studio, the studio itself, 
tape stock, editing time and post­
production work, plus sets, props and 
sound equipm ent — $100,000 
minimum if the clip was made at the 
norm al, bargain-basement price 
($150,000 in the US or the UK). But, 
with the dazzling special video effects
Clipspeak
Many of the technical terms used in 
film and video production are also 
used in music video, but a few new 
words have been added in recent 
years that relate directly to the forms of 
product and exhibition: 
clips are either conceptual (having a 
plot or imagery unrelated to the artist’s 
persona) or performance (incorpora­
ting simulated or actual stage appear­
ances), and generally last only for the 
duration of the single song; 
short form refers to a clip or extended 
version of a song lasting anything up 
to ten minutes;
long form is either a concert perform­
ance, a compilation of conceptual or 
performance material, or a video 
album of the artist's work. There are 
also video singles (usually up to three 
or four recent clips strung together 
and released on a cassette of under 
fifteen minutes’ duration) or video EPs, 
which last up to 30 minutes; 
video jukeboxes are simply coin­
operated clip machines in hotels, 
video arcades or other places like air­
port lounges and laundromats, where 
boredom can be relieved by three- 
minute musical movies. And the 
videotheque is a new generation of 
discotheque — a dance club contain­
ing projection screens and monitors 
coupled with audio systems; 
pay-for-play means that the record 
company charges outlets and broad­
casters for the use of clips, which are 
otherwise regarded as free promo­
tional material;
ambient video or video wallpaper are 
the designations for animation, travel 
footage, computer graphics, extracts 
from films or archival footage which 
are set to music, usually jazz, MOR 
(middle of the road) or soft rock; 
music channels are 24-hour, cable- 
delivered television programming, of 
which MTV — short for Music Tele­
vision — is the originator and the most 
successful, with over 20 million house­
holds as subscribers in the US. Where 
radio stations use deejays, music 
channels use veejays.
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Armando Hurley, between the band and 
the Flemington Fruit and Vegie Rockettes, 
caught in the eye o f a Louma crane.
up co-directing the clip with Priest. 
With the upper echelon on the produc­
tion team put together and the 
concept-plus-storyboard outlined, the 
next step was to line up the crews. Sur­
prisingly, no one refused the no-pay 
offer. .
By the end of the week of his initial 
CBS meeting, Priest and Levy had 
secured Zap Studios in Artarmon, con­
vinced ECV to kick in the editing time 
and post-production facilities, and 
received a commitment from both 
Samuelsons and John Barry for a loan 
of the necessary gear. Scott Smeal of 
Betascams was pulled in as DOP and 
donated his equipment. The Sydney 
Prop Centre gave the nod for their 
contribution. From a technical point 
of view, Priest was in pre-production. 
But he was not quite prepared for the 
politics that ensued. He was ten days 
away from the first day’s shooting and 
had not asked for the artists or the air­
lines. Leaving Levy with the task of 
pleading poverty to the latter, Priest 
resorted to the telephone and the telex 
to start lining up the talent.
A call to Elton John secured him in 
Los Angeles on 12 September. 
Another call to Roger Davies, manager 
for Tina Turner and Olivia Newton- 
John, produced a fat maybe. 
Armando Hurley was due to go on the 
road with Diana Ross, and she was 
‘interested’. But it would take at least 
300 phone calls and many metres of 
telex even to open other people’s 
minds to the clip. And Priest knew he 
would have to pry open a few wallets 
to come up with the necessary cash to 
cover expenses — another $5,000 for 
incidentals. At this point, he called in a 
friend who had most Australian 
artists’ and managers’ phone and telex 
numbers, a handle on record company 
executives anti, best of all, a computer. 
What made the computer special was 
that it was connected to an inter­
national electronic mail (Email) system
and entertainment industry network 
that would allow Priest to contact the 
major artists and managers overseas 
who were some of the network’s 3,000 
subscribers.
Nine days from the Sydney shoot 
and only twelve from the date that 
Priest and crew had to take it all to Los 
Angeles, New York and London for 
the two-week jaunt of taping cameos, 
the critical negotiations were being 
done electronically and by overseas 
telephone and telex. Within five hours, 
the first Australian artist agreed: 
Angry Anderson of Rose Tattoo 
replied to his Email message with a 
question of: ‘Where, when and how 
long will it take?’ Each cameo would 
be a simple, five-minute shoot, but 
the next set of questions from artists, 
managers and record companies 
revolved around ‘Who else is doing it 
and where is the money going?’
A hundred calls, countless explan­
ations of the concept, a few veiled 
threats, and the next wave of Aus­
tralian artists came to the party: Joy 
Smithers, DD Smash, Donnie Suther­
land, Molly Meldrum. From the US 
came approval from Joe Walsh. From 
the UK, nothing. And no airfares, 
although all the airlines had been 
telexed with massive PR proposals.
As Saturday’s schedule was firmed 
up for the segments, the props and 
gear were finalized. More help came 
from Sony for the tape stock, Madd 
Lighting and Jands for the lights, 
Darlonza for more editing and post­
production on top of ECV, Channels 
Ten and Two for the floor tiles, 
Devonshire Films for grip equip­
ment . . .
By the Wednesday before the shoot, 
all the production necessities were on­
line. The computer was humming and 
the telex chattering hourly with 
responses from artists at home and 
abroad: Kenny Rogers can do it if you 
can get to Vegas; Phil Collins is on 
holiday in the Bahamas; Joe Walsh 
can maybe get Foreigner in New York; 
Australian Crawl is in; Renee Geyer 
and Marc Hunter from Dragon will do
it if you can shoot them in two weeks; 
INXS maybe, then a lot more ‘maybes’ 
and a few ‘we’ll think about it some 
more’s.
Levy was having less luck with the 
airlines, and Priest was having trouble 
rounding up the cash for expenses. 
Then, on Thursday, Aussat became so 
excited by the project that they went 
one step further than offering the heli­
copter to do the filming fly-over of the 
dish: they offered airfares and 
expenses to the tune of $8,000. Then 
CBS kicked in with a further $1,000, 
an anonymous donor came up with 
another $1,500, followed by $500 from 
Warner Music. From bankrupt to 
bankrolled on the last day. Friday’s 
dawn was perfect for the magic dance 
of the Aboriginal kids from the 
Redfern Community. First segment 
shot, and the best was yet to come.
The MTV Video Awards, one week 
away in New York, at first refused, 
then agreed to give the crew access to 
the glitterati who would be already 
dressed and made-up for the occasion. 
The record companies had come 
through with their promises of par­
ticipation from their rosters of artists. 
By the close of Friday, the clip’s 
organizers had clocked up averages of 
20-hour days for two weeks, and 
Saturday at Zap Studios promised to 
be another long haul: a 6 a.m. call, six 
hours of set-building, light rigging, 
equ ipm en t assem bly , te s tin g , 
rehearsing the Flemington Fruit and 
Vegetable Rockette Dancers. First 
segment: The Warumpi Band. Ten 
minutes later, Machinations, followed 
by Vitabeats; Donnie Sutherland and 
Angry Anderson together for their 
performance, followed by Plan 8; Joy 
Smithers all in white, then the multi­
coloured Armando took to the set for 
his hours and hours of take after take, 
dancing and singing all the time. The 
atmosphere was electric, the crew 
ecstatic, the observers overwhelmed. 
Twelve hours after the load-in started, 
comic Austen Tayshus scurried in on 
the way to a gig in Newcastle: “ Just 
passing through. Where are the
Clipwatching
Since the introduction of MTV in the 
US over four years ago, about 200 
broadcast and cable outlets for music 
video have sprung up. At least three 
other 24-hour national channels are 
on-air at present, and other local or 
regional 24-hour operations on UHF 
or cable have started — about 25 in 
all. The rest of the outlets are either 
nationally syndicated programmes, 
urban late-night slots or locally pro­
duced shows.
Canada has a 24-hour music video 
network that is nearly a year old and is 
called Much Music. The UK has two 
satellite-delivered channels: Sky 
Channel, which carries about eight 
hours of music video in addition to re­
runs of old TV programmes: and 
Music Box. which runs clips and con­
certs all day. Both are broadcast to 
parts of Europe. Italy has had a 
24-hour channel. Videmusic. for the 
past year, and France has just estab­
lished its own as well. In Japan, 
portions of MTV are shown on the 
Asahi network, and at least 20 other 
programmes featuring music videos 
are broadcast each week on other 
channels and networks.
In Australia, two music video pro­
grammes have run for ten years: 
Sounds, hosted by Donnie Suther­
land. and Countdown, with Molly 
Meldrum. both of which offered some 
of the first colour programming when 
colour TV was introduced. At any 
given time, there are an average of 
fifteen other programmes, with con­
cepts being initiated and pulled faster 
than the press can keep up with them.
Music Video runs from midnight to 
dawn Friday and Saturday night in 
Sydney and Melbourne. Rock Arena 
is national twice a week on the ABC. 
SBS has Kulture Shock nearly 
national once a week. Nightmoves 
replaced by Rockit went to Sydney 
and Melbourne, but both have died. 
Tasmania has Tracks and Tazrok 
while Rockin Til Dawn and Night- 
shift run for six hours from midnight in 
Canberra and Adelaide respectively. 
Brisbane has Saturday Jukebox 
Clipz and Simulrock. while Adelaide 
has Music Express and Trax, the 
Music as local programmes.
And in addition to video jukeboxes 
and videotheques. clips are shown in 
concert venues, as shorts before 
cinema films and even in bowling 
alleys.
lyrics?’’ On and off in five minutes, 
and on the road again. At 9 pm, the 
last shot was taped and the load-out 
began.
By Monday, the wild reel had been 
converted to NTSC, copies dubbed in 
three-quarter inch, VHS and Beta, the 
bags packed with gear, Customs 
carnets prepared, final flight arrange­
ments for the 25,000 miles in twelve 
days finalized. On Tuesday, all the 
money came through at the last 
minute, and the final volleys of telexes 
and Email confirmations shot over the 
satellite.
At 1.30 in the afternoon of Wednes­
day, 11 September, the crew departed 
for Los Angeles (one day), New York 
(two days), London (four days), back 
to New' York (two more days) and the 
West Coast (two more), before landing 
in Melbourne for the last pick-up shots 
there of Australian artists and two 
weeks of frantic editing in Sydney. 
Twelve hours and 3,000 words after 
the crew left Australia, this article was 
completed. But the clip will have been 
aired before it is published: ‘Music 
Change the World’ had evolved from a 
simple song to an international 
message in just over a month. ★
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Arguments in favour of a non-com- 
modified form of rock usually take, as 
examples, either punk or the hippie 
sub-culture, which are supposed to 
have been characterized by both ‘inde­
pendence’ and artistic control. It is, 
therefore, no surprise to find similar 
arguments being advanced about 
music video, reproducing the same 
o p p o sitio n s, w ith com m ercial 
interests, the multi-national media and 
a culture dominated by the commodity 
form counterposed with (a) indepen­
dence; (b) artistic control and 
creativity, and (c) active involvement 
rather than passive consumption.
Video music clips’ function as 
advertising is central, not only to their 
inception, but also to their relationship 
with other forms of visual art and with 
notions of creative endeavour 
(especially since creativity and ‘inde­
pendence’ — from financial considera­
tions — are considered, rightly or 
wrongly, to go hand in hand).
Video music clips in their present 
form were introduced in the mid­
seventies as a promotional device for 
record retailers. But their current com­
mercial potential probably dates from 
mid-1981, when MTV, the 24-hour 
stereo music cabler through most of 
the USA and parts of Canada, began 
operations. Music video is record 
company sponsored; but its produc­
tion is left up to verbally-contacted 
independent filmmakers. On the one 
hand, therefore, the clip is a sponsored 
advertisement; and, on the other, it is a 
piece of independent filmmaking 
(though, unlike other forms of inde­
pendent filmmaking, the source of 
funding is mainstream and com­
mercial, not from the state or the 
individual artist).
Because of their role, length, struc­
ture and editing codes (or lack of 
them), music clips are like some 
ordinary TV advertisements, and they
“ Something that’s been obvious from 
the word go is that it is a form of 
advertising; but, because it was a new 
medium and was an area where we 
could expand and play and make nice 
pictures, we didn’t treat it as such. It 
wasn’t until recently we became aware 
that it’s an advertising tool. We’re 
putting together a new company, 
hopefully a video label, which will 
enable it to take what we do away from 
the advertising area. We want to make 
new product with new pictures for sale 
to the public, as opposed to a broad­
casting situation.’’
(Godley and Creme, Countdown Magazine, 
June 1985)
Hailed as breakthroughs in independent filmmaking, attacked 
as strings of visual cliches which trivialize the music, or 
dismissed as commercials in disguise — video clips pose 
quite a few problems when it comes to deciding who really 
‘ makes9 them: the musicians, the filmmakers or the record 
companies? Sally Stockbridge looks at some of the issues 
involved in the authorship of clips, and at just how far they are 
— or can be — ‘ independent’ .
All rock music is produced in com­
modity form. It is packaged — as, 
these days, is so-called ‘high culture’ 
(in, for example, records and 
concerts). But most arguments about 
the burgeoning rock clip business start 
by considering the commercial value of 
the clips to the record companies, or 
by looking at the insidious effects they 
have on their youthful audiences, who 
are seen as passive receivers of com­
modified pop. These two positions are 
frequently placed together by critics of 
the industry, with clips on the negative 
side of an opposition similar in 
implication to the high culture/low 
culture one. On the positive side are set 
earlier, presumably less commodity- 
oriented forms of rock.
But, as Simon Frith has pointed out 
( ‘Music for p leasu re’, Screen 
Education, 34, 1980), “ pop and rock, 
like all cultural products, embody both 
use and exchange value, and their ideo­
logical significance can’t be reduced to 
exchange value alone’’. Thus, argues 
Frith, while rock’s commodity form 
cannot be denied, “ the problem is to 
what extent its commercial function 
determines its cultural meaning” .
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are sometimes made through produc­
tion houses (like VTC in Melbourne 
and ECV in Sydney), where com­
mercials as well as clips are produced 
by directors who do both. But clips are 
not like all commercials. Rather, they 
are sometimes like commercials speci­
fically designed for the youth market
— chocolates, soft drinks, jeans, chips
— in the importance they give to 
beat/rhythm, editing patterns and 
style. They are also like those ads in 
that the ‘author’ or enunciating 
‘subject’ is absent (except that, here, 
the author is ‘the band’).
Their function as advertisements 
imposes other forms of constraint on 
their ‘independence’. The music track 
may act as a determining factor for the 
image track, especially in length (i.e. 
approximately three minutes, or the 
length of a single). Secondly, clips are 
used to promote films, as ways of 
luring young audiences into cinemas: 
in mid-1985, almost every film seems 
to be promoted via a music video. 
Finally, rock videos have resulted in 
confron ta tions between record 
companies and broadcasting organiza­
tions, with the former attempting to 
recoup their expenses by imposing 
some kind of royalty upon the TV 
stations that schedule rock video pro­
grammes. Naturally enough, stations 
other than MTV have argued that, 
since the clips are promotional 
material, the station should not have 
to pay: with ordinary advertisements, 
it is the product producer who pays the 
television station, not vice versa.
For the artists (bands and film­
makers), this advertising function 
clearly acts as a constraint; but the 
alternatives create problems, too, as 
when large corporations sponsor 
individual US artists or advertise on 
MTV. This takes the artists out of a 
situation of total dependence on the 
record company, but aligns them with
other commercial products and the 
effects of their sponsorship.
And, while the role of the clips as 
advertising contradicts their status as 
short films, their variety and the ways 
in which they are presented and 
‘framed’ within programmes also 
contradicts their status as advertise­
ments. Whole programmes are 
devoted to them; they therefore need 
to be examined in terms of their 
relationship to the music, not just as 
commercials in disguise.
There are two more points of con­
siderable importance here. Firstly, 
whereas advertising refers outside 
itself to a product, music video clips 
refer inwards to themselves as the 
product. And secondly, if clips are 
simply assumed to be ‘the same as 
ads’, that implies that a particular style 
is essentially progressive or essentially 
reactionary, essentially commercial or 
essentially experimental/creative.
Smaller budgets seem to offer clip­
makers a greater degree of freedom 
from these constraints. In Australia 
and the United Kingdom, apart from 
keeping clipmakers in work (because 
overseas — particularly American — 
artists request their cheaper services), 
lower budgets keep out commercial 
directors and their standardized pro­
fessional practices. In the USA, lower 
budgets similarly allow the clipmakers 
a degree of creative control and experi­
mentation they might not otherwise 
have. Limits in time and funding are 
thus counterposed to degrees of inde­
pendence and innovation.
In the USA, budgets for clips rose 
from $US25,000 to $US35-40,000 in 
two years (1982-1984), with excep­
tional examples like Michael Jackson’s 
‘Thriller’ clip costing as much as 
$US1.1 million. Even so, clip budgets 
in the US are still only a fraction of the 
amounts routinely allocated to 
directors of TV commercials: within
Contributing  —  or conflicting?  —  
elements: Bands, clipmakers (here, Richard 
Lowenstein and Russell Mulcahy), record 
labels and broadcast TV (here, Elton and 
Molly on a past edition o f Countdown.
the context of commercials produc­
tion, $US100,000 is still cheap.
But, according to US clipmakers, 
record companies have unrealistic 
expectations about the money and time 
they are prepared to allocate, and how 
much it will buy. Clips represent about 
eight times the screen time of a 
commercial, with for anything from a 
quarter to a fifth of their budget. 
Against this, however, clipmakers 
claim they have the experimental 
opportunities and freedom not usually 
available in film or TV work, though 
the situation may well become more 
constrictive if the influx of com­
mercials directors increases.
“ One thing that can be said,” 
according to one clipmaker quoted in 
Variety (14 March 1984): “ it’s such a 
frontier-like kind of thing. Normally, 
you don’t have many major corpora­
tions saying to individual artists, ‘Go 
ahead and execute your original 
vision’. Whatever shortcomings the 
labels may have, they are a tremendous 
place for filmmakers to go now . . . 
because they really do give you oppor­
tunities that you can’t get anywhere 
else. In that sense, it’s a very happy 
state of affairs. [But] if the suits start 
showing up on the set, that will be an 
unfortunate thing.”
For some, the costs are already too 
high in the US. But what this means 
is that, instead of production in the US 
hindering the making of video clips 
elsewhere (as with Hollywood and 
feature films), the constraints have 
tended to facilitate production in both 
the UK and Australia. A growing 
number of US and European acts are 
commissioning their music videos in
Britain, taking advantage of both 
lower production costs and the local 
reputation for quality. Of Britain’s 
estimated 40-50 clips per week, about 
15°7o are made for foreign acts, with an 
average budget of $15,000 (£7,500). In 
Australia, average costs have risen 
from $8,000-10,000 in 1983, to 
$12,000-15,000 in 1984-1985. 
Although most Australian clipmakers 
argue that this isn’t enough for what 
they are asked to produce, members of 
the industry agree that the best clips 
are being made here for the least 
amount of money. Minimal union 
guidelines make for small production 
teams (rarely more than nine) and low 
overheads; the artists themselves are 
the ‘actors’; and the mode of produc­
tion is likely to be artisanal and collab­
orative. Notables such as Elton John, 
David Bowie and Duran Duran have 
all made clips in Australia, and keep 
returning because of the industry’s 
claim to ‘less cost, more creativity’. In 
addition, major Australian bands such 
as the now defunct Cold Chisel, The 
Angels, Little River Band and 
Midnight Oil have all financed their 
own concert footage, released on 
simulcast in 1984. Midnight Oil in 
particular retains a tight hold on 
creative control and contracts. The 
main thrust of the argument, there­
fore, comes back to creativity and 
creative control, to experiment rather 
than convention.
For Australian filmmakers like 
Richard Lowenstein, “ clips are an 
ideal opportunity to use experimental 
techniques, and to make these 
palatable to an audience. It’s also an 
ideal way of working between films.” 
According to another Australian, 
Larry Meltzer, there isn’t any big 
money available, but he likes to do it 
because “ it slots me comfortably into 
the arts industry, and I have total 
control” .
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That opinion and desire was shared 
by the clipmakers interviewed in the 
UK by Variety last year (March 1984). 
But there is another way of looking at 
this creative freedom for the clip­
maker: as an artistic intrusion into 
the life of the recording artist. This 
is certainly the opinion of Talking 
Heads, recently interviewed in Count­
down Magazine (July 1985), and of Do 
Re Mi, who approached a large 
number of filmmakers before settling 
on the one who made their ‘Man 
Overboard’ clip. Of course, having a 
rock clip provides the artist with access 
to a much larger audience, and even an 
international one, at least potentially. 
Clips, in spite of their cost, are cheaper 
than concert tours. And many clip­
makers have developed friendships 
with bands or artists prior to making 
their clips — a situation which lessens 
the potential conflict over the image 
track. Some record companies, 
however, choose the filmmakers them­
selves, on the basis of showreels, story­
boards and the image they (or the 
band) want to create, so that the clip 
becomes part of the commodity 
packaging. But there is still no 
necessary loss of power on the part of 
the musician over the content and style 
of the clip produced. And what loss of 
power there is relates to the fact that 
the band has to have a video clip in 
order to sell its singles and survive. In 
other words, this is determined by the 
economics of the situation as a whole, 
rather than by the specific dynamics of 
the clipmaking situation.
Finally, there is a third major 
constraint on the nature of rock clips: 
the fact that they are broadcast, which 
refers them to a further context 
applying its own restrictions on what is 
or is not possible. Rock clips are
Australian band Do Re Mi, who try to keep 
control o f their videos: they approached 
quite a few  clipmakers before choosing one 
for ‘Man Overboard’.
included in a range of televisual broad­
casting and, since television tends to 
assume a ‘norm’ audience of nuclear 
families, the time-scheduling of clips 
reflects this.
In Australia, all rock clips must 
obtain a censorship classification; and 
any programme that goes to air 
between 3 pm and 9 pm (or between 
9 am and 9 pm at weekends) must 
have a ‘G’ rating, which implies that it 
is suitable for children as they are 
determined by specific cultural and 
societal censorship regulations. And, 
according to research conducted by 
John Ellis in the UK (cf. Visible 
Fictions, Routledge & Kegan Paul, 
London, 1983), broadcast TV “ gives 
central place to the series of cultural 
preoccupations that accompany the 
nuclear family: to heterosexual 
romance, to the stability of marriage, 
to the notions of masculine careers and 
feminine domesticity, to the concep­
tion of the innocence of childhood, to 
the division of the world into public 
and private spheres.”
While this obviously applies to 
broadcast television carrying rock 
videos, MTV, being a cable station, 
should not necessarily be subject to 
these restrictions. However, since 
market research implies an audience 
range of twelve to thirty-four, MTV 
must abide by certain restrictions to 
maintain its sponsors; and these it 
most definitely requires, because it has 
not long been a profitable venture. 
MTV’s 1982 losses have been 
estimated at between $10 and $15 
million; add to that start-up costs of
about $20 million, and MTV needs its 
commercials (which cost $1,000 per 
30-second slot — $3,000 during a 
concert broadcast). In respect of 
censorship, therefore, the situation is 
much the same as with broadcast TV.
‘Innocence of childhood’ arguments 
were recently extended from soft porn 
to drugs and prostitution in relation to 
the banning of Sharon O’Neill’s 
‘Maxine’ clip from MTV, in spite of 
the fact that the clip did not promote 
such behaviour. Although Australian 
television does not usually go that far, 
in the UK, according to Jon Savage 
(‘Pop Video Nasties’, New Society, 8 
December 1983), “ a video is difficult 
to justify in budget terms unless it is 
shown on the BBC’s children’s pro­
gramme, Saturday Superstore, and/or 
Top of the Pops; TV-am and Channel 
4’s The Tube are minor considera­
tions. The importance of these two 
programmes and other ‘family’ shows 
means that their requirements dictate 
what is to be made available to all pro­
grammers.”
Censorship also tends to make itself 
redundant through the self-censoring 
practices of the filmmakers who make 
the clips and the record companies 
who produce them. Video clip budgets 
are too high to risk their not being 
screened, especially on primetime TV. 
The error of ‘Maxine’ will not be 
repeated.
Thus broadcast TV applies its own 
forms of conventionality, though the 
extent and effect of this kind of 
involvement varies. But, as Richard 
Lowenstein suggests, in spite of tele­
vision’s attempts to control what goes 
to air, the variety of forms encap­
sulated within music video clips tends 
to open out the possibility of alter­
native image-making and alternative
practices of spectatorship. Also, there 
is a consistent tension between and 
within sound and image tracks, which 
can form a degree of resistance to 
dominant practices. And, in spite of 
the fact that clips have been widely 
criticized, they have not taken over 
popular music. Viewers/listeners still 
select on the basis of a number of 
different variables: the video clip may 
be disliked, but the style still be en­
joyed for its rhythm/beat, or for the 
politics implied by the lyric. And there 
are now a number of clips — the 
Eurythmics’ ‘Who’s that Girl?’, Dire 
Straits’ ‘Money for Nothing’ — that 
call attention to or use self-reflexivity 
in their form.
Anxiety about the power of music 
video neglects the fact that clips are 
not the only form of music perfor­
mance: music is still available, purely 
aurally, on radio, and bands/artists 
still perform in concerts and pubs. 
Coincident with this is the fact that, if 
record companies were to demand 
royalties for clips from Australian TV 
stations, the programmes that use 
them would be more likely to go off 
the air or adopt alternative formats 
than pay up. Also, if record companies 
made such demands, independent 
filmmakers would be able to contest 
ownership of copyright, which is 
currently far from non-contestable.
The introduction of the Aussat satel­
lite has already affected television pro­
gramming and personnel in Australia, 
however. And, if the ABC goes ahead 
with the stated intentions of its 
corporate plan — more middle-of-the- 
road music and entertainment — then 
the longevity of Countdown, Beat Box 
and Rock Arena is in doubt. Channel 7 
has already axed After Dark, and 
SBS’s Kulture Shock’s future is in 
doubt.
It thus looks increasingly possible 
that there will be less locally-produced 
music programmes, which reduces 
available alternative programming — a 
situation which is already occurring in 
the UK. And this could have the effect 
of reducing the possible use values, 
variety and experimental nature of 
clips, since standardized programming 
could increase control over the product 
and would certainly, if the pro­
grammes came from abroad, reduce 
local content. For the clipmaker in 
search of creative freedom, this seems 
to reduce the chance of taking the low- 
budget route to independence, and to 
require instead that alternatives be 
pursued (as in other areas of film­
making) within the dominant institu­
tional forms. ★
“With MTV-style channels about to 
arrive in Britain, now is not the time to 
throw in the towel, join in the pop­
journalist backlash bash, or retreat 
into some alternative Rough Trade 
cottage industry.
On the contrary, it is more neces­
sary than ever to infiltrate and con­
front the monster. Let’s see some 
spanners in the works. Let’s see it get­
ting confused and devouring its own 
tail. After all, it’s the programming 
content that will make cable music 
channels worth watching, not the idiot 
link people. Let’s give the audience 
films that provoke them to think with 
more than their eyes. Let’s put pop 
stars to work as actors and stop them 
behaving like spoilt brats who require 
constant flattering. Let’s junk the 
played-out images of the teenage 
ghetto and let’s have directors who 
stop relying on video tricks to cover up 
their lack of direction.”
(Julien Temple, The Face, January 1984)
32 — November CINEMA PAPERS
THE KEMS ARE COMING!!
FILM ROBOTS OF THE FUTURE 
HAVE ARRIVED AT FILMWEST!
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16 m m  or 35 mm film to video or lay sound direct 
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John Boorman doesn’ t like giving interviews, especially now, since he feels that his book, 
Money into Light (Penguin, $ 14.9 5 ), a diary of the shooting of The Emerald Forest, says all he 
has to say about his latest film. But, in this long interview with Irish film critic Ray Comiskey, 
conducted while the film was in post-production, he talks freely about his career, his 
enthusiasms and disappointments, and his belief in the importance of myth.
The Emerald Forest is only John Boor­
man’s ninth feature as a director, 
despite a career that goes back 20 
years. When it was first unveiled at 
Cannes this year, in the official selec­
tion but out of competition, the critical 
response was fairly muted: ‘Well made 
but silly’ was a typical verdict.
Boorman will be disappointed — 
but not surprised — by that: much 
worse has been said of some of his 
other films. And, in any event, he can 
console himself with far more favour­
able critical and commercial reactions 
to his latest movie in the wake of its 
public opening in Europe and the 
United States. But the fact remains 
that, of his films, only Point Blank
(1967) , Deliverance (1972) and, 
perhaps, Excalibur (1981) have made 
much critical impact (though Leo the 
Last won him the Best Director Prize 
at Cannes in 1970).
As for the rest, the financially 
undernourished Zardoz (1974) has 
only a minor cult status. His 1965 
debut feature, Catch Us If You Can, 
with the Dave Clark Five (whatever 
happened to them?), he describes as 
“ a pretty insubstantial piece of work, 
with lots of good scenes and moments 
— a good exercise for me in just learn­
ing my craft as a filmmaker, but no 
more than that” . Hell in the Pacific
(1968) , with Lee Marvin and Toshiro
Mifune as the Jungian warrior-arche­
types eyeballing each other across their 
cultural divide, got a lukewarm 
reaction. And the critical and public 
abuse heaped on Exorcist II: The 
Heretic (1977) was, he admits, “ a 
terrifying experience” .
All this seems a meagre haul for a 
director gifted with a conspicuous 
cinematic intelligence, who has con­
sistently tried, in almost all his films, 
to express a personal view of man, his 
social and cultural baggage. Like that 
of his fellow Londoner, the equally 
individual Nicolas Roeg, Boorman’s 
vision is — for better or worse — 
unique in mainstream international 
cinema. Basically, he sees modern 
society as a battleground for the old 
struggle between reason and emotion. 
Typically, he sums up the dilemma in 
an image.
“ My father was in the First World 
War,” he says. “ He fought against the 
Turks and rode into battle with a 
drawn sword. I’ve always felt that was 
an image that captures the rate of 
change that this century has seen, 
because he was born in 1895 and he 
lived to be 80 and see a man landing on 
the moon. And that’s something that 
has concerned me a lot in films I’ve 
made, particularly in terms of looking 
back at the past and trying to consider 
it. When Jung was asked why he was
interested in the middle ages, he said, 
‘How can we understand today, when 
we don’t understand the middle ages?’ 
This, I think, is part of the dilemma we 
face today: the rate of change, and our 
emotional inability to keep pace with 
it. That was certainly the reason I 
wanted to make Excalibur. As Jung 
said, the roots of how people behave 
are in those myths. And it’s also cer­
tainly the reason I wanted to make The 
Emerald Forest, which is a way of 
looking at tribal life.”
The roots of his own tribal life, 
Boorman feels, lie in the Celtic and 
Saxon myths of northern Europe. For 
that reason, writers like Cowper 
Powys and Tolkien, both of whom he 
has tried to adapt for the cinema in 
projects he has failed to get off the 
ground, have always fascinated him. 
And, from his earliest days, educated 
by the Salesians and singing in a Pro­
testant church choir on Sundays, he 
felt Christianity — “ the imposition of 
a desert religion on a forest people” — 
to be totally alien.
That was already enough to set him 
apart from most of his contemporaries 
in the early fifties. So was lys affinity 
with the silent cinema. “ I started going 
to the National Film Theatre about 
1950,” he says, “ and I saw the classic 
repertoire: Eisenstein, Griffith and all 
those. It intrigued me tremendously,
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because of the use of imagery . In many 
ways, I think the forties and early 
fifties was a very stodgy period for 
filmmaking. Some great pictures were 
made then, but most of them were 
studio-bound.”
Another substantial influence was 
his discovery of the Japanese cinema, 
particularly Kurosawa, at about the 
same time. “ But in a way,” he says, 
“ movies represented an escape from 
English society, which I found — in 
common with a lot of other people of 
my age and class — very oppressive 
and stifling.” Had he felt any sym­
pathy with Woodfall Films and the 
British cinema revival of the fifties? 
“ In a way. It coincided with the influx 
of regional drama and Osborne’s Look 
Back in Anger, which was such a 
watershed for everybody. And then 
Woodfall started to make these films 
which were influenced, really, I 
suppose, by the French new wave, 
which was happening at the same time. 
It was certainly something I was very 
excited by, at a social level. But the 
films themselves didn’t really appeal to 
me, because social realism never has. 
As you know, I think cinema should 
have much more to do with myth and 
the unconscious and psychological 
matters.”
Myth and the unconscious and 
psychological matters were not a sub­
ject matter Boorman arrived at over­
night. He made his way up through the 
ranks of documentary films at the 
BBC (after a stint with ITV) before he 
attracted attention with Catch Us If 
You Can. But it is anybody’s guess 
where — if anywhere — that might
“ Movies represented an 
escape from English 
society, which I found — 
in common with a lot of 
other people of my age 
and class — very 
oppressive and stifling”
have led, had it not been for his 
meeting with Lee Marvin while the 
latter was in London making The Dirty 
Dozen. The star, with an Oscar for Cat 
Ballou in his pocket, asked Boorman 
his opinion of a script he had been 
sent. They both agreed it was no good 
and, sitting in a Soho cafe, he 
explained to Marvin the sort of film he 
would like to make. After half an 
hour, Marvin said he’d do it.
“ He went back to the States,” says 
Boorman, “ and, to everyone’s 
astonishment, he stuck to it. I went out 
there, and he was absolutely marvel­
lous: he had all the controls written 
into his contract — script approval, 
cast approval — and he deferred them 
all to me. He gave me the power to 
make the film which would never have 
been made otherwise, and that put me 
on the scene.”
The film Boorman made with 
Marvin was, of course, Point Blank, 
released in 1967. In it, Marvin played 
Walker, a broken, vengeful man intent 
on his share of the loot and on retribu­
tion from the partner and the wife who 
had betrayed him. It’s a stylish, frag­
mented film noir, which reflects 
Walker’s view of a world with which 
he is out of synch: as much as it is a 
thriller, it’s a comment on modern life.
“ It was about a fractured man who 
was broken and distorted by what had
Mythic visions: title page, the director’s 
son, Charley Boorman, in The Emerald 
Forest; and, this page, Nicol Williamson as 
Merlin in Excalibur (top); Richard Burton 
in Exorcist II: The Heretic (centre); and an 
Exterminator keeps the Brutals in place in 
Zardoz (bottom).
happened to him,” explains Boorman. 
“ It was done in the form of a gangster 
picture, but you could say it was really 
about a nervous breakdown, and the 
way a man in that state sees the world 
and the people around him. What’s 
terrific about doing a genre picture is 
that those things can be externalized 
and dramatized.”
At one stage, what Boorman did 
with that language almost got him 
kicked off the movie. The sequence 
where Walker bursts into the bed­
room, shoots a gun into the mattress, 
smashes his wife’s scent bottles in the 
bathroom, and then empties the spent 
bullets on the table beside her, was 
followed by a series of scenes in the 
house where the furniture begins to 
disappear. Eventually, Walker is left 
alone in the place. “ It’s become the 
prison cell that he left,” explains Boor­
man. “ Lee Marvin was very inventive, 
and he was an actor who could 
respond to those sorts of ideas. But 
when I shot it and MGM saw the 
rushes, they sent a production execu­
tive out, and I was told that shooting 
was being suspended: I was to go in 
immediately. They had arranged for 
me to see a psychiatrist: they thought 
I’d gone completely crazy!
“ They had just had a problem with 
The Cincinnati Kid. Norman Jewison 
eventually did it, but it had been 
started by Sam Peckinpah, who didn’t 
want to do the film. He hated the 
casting, and he had a big row with the 
producer. But he didn’t want to resign, 
because he needed the money. So what 
he did was, as a scene would begin 
dialogue, he’d have the cameraman 
pan down to the man’s shoe, or up to 
the chandelier. He did this for about 
three or four days before they fired 
him. So, MGM thought this was about 
to happen to them again: another 
crazy had arrived.”
Lee Marvin also starred in Boor­
man’s next film, Hell in the Pacific, 
but he was not much inclined to talk 
about it, except to say that the location 
gave him his first contact with tribal 
life. His impressions of that life were 
to gel later in The Emerald Forest. In 
1970, though, after Hell in the Pacific, 
he fell from commercial grace when 
Leo the Last flopped. “ It’s a film I like 
very much,” he says. “At that stage, I 
was exploring other cinematic possi­
bilities. The sound track was a stylized 
collage of voices and music and quota­
tions, and this again reflected the mind 
of the man, Leo, played by Marcello 
Mastroianni. Except in one or two 
countries like France, it was a total 
failure, which disappointed me at the 
time. But, looking back at it, I could 
see it was too difficult, really.
“ For me, what was important was 
that it was about a man who was very 
sophisticated, over-bred, cut off from 
his feelings, inhibited; and he’s look­
ing out into the black world of the 
street, at people who had come from 
Africa and were vibrant with life. He’s 
looking out into a past of vitality and 
vigour, and he becomes intrigued with 
it. But, because of his inhibitions and 
breeding, he can’t make any contact 
with it. He even says so, where he says, 
‘I love mankind, but only from a 
distance. The closer I get, the further 
away I feel’. That was his problem: he 
always looked at everything through 
windows, through a telescope, at a
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distance. And the story was him trying 
to break through those barriers and 
make some kind of contact, which to 
an extent he does. That was very much 
what I had felt out in the South 
Pacific, with those tribes: I felt the 
desire to make contact, and just this 
sense of foolishness, which I think is a 
particularly English trait — that Eng­
lish people in unfamiliar circumstances 
have an air of foolishness about them, 
which distinguishes them. Leo feels it 
to an extreme extent. I mean, he’s even 
more inhibited and sillier than I am!” 
One recurring criticism of Boor­
man’s movies has centred on the 
creation of character. Even in his most 
successful films, like Point Blank and 
Deliverance, there isn’t one really 
rounded personality — something 
which Boorman himself good- 
naturedly admits. “ I don’t think I’ve 
ever put a memorable character on the 
screen,” he says. “ Remember Walker 
in Point Blank? He’s not really a 
human character. There’s something 
more than that: he’s an archetype, a 
figure of power, terror and strange­
ness. He doesn’t have any substance, 
really, on a human level. He never 
does a human thing — never lights a 
cigarette. Nor do you see him eating.
“ In Deliverance, I think the charac­
ter played by Ned Beatty was quite 
memorable in some respects. But 
people said that the others were a bit 
stereotyped, and perhaps to an extent 
they were. The Burt Reynolds charac­
ter was somewhat eccentric and a bit 
overblown; and the Jon Voight charac­
ter was perhaps a bit bland. But, you 
know, character always rather bores 
me as a filmmaker: it’s ideas that are 
important to me. As a spectator, I very 
much enjoy films that are character 
studies: Eric Rohmer’s films, with just 
two or three characters interacting in 
subtle ways, are delightful. But I could 
never do that myself, because what I’m 
trying to do is always rather different 
to that. It’s to do with human arche­
types pushed into extreme situations. I 
think my attitude is that I expect an 
actor to bring human qualities to the 
role -— to humanize the role.”
Most actors would have had their 
work cut out to humanize the roles 
Boorman devised for them in Zardoz, 
shot in the early seventies in the 
Wicklow hills near Annamoe in 
Ireland, where he has lived for roughly 
fifteen years. Boorman himself, how­
ever, is inclined to blame the failure of 
that film on lack of money. “Or 
perhaps the opposite is true: that I 
tried to make a film that was more 
ambitious than it should have been for 
the money I had. You can look at it in 
two ways. When it came out, the 
commonest criticism was that it was
“ English people in 
unfamiliar circumstances 
have an air of foolishness 
about them, which 
distinguishes them .”
confused and nobody understood what 
it was about. But when I saw it on tele­
vision recently — and I almost never 
look at my movies again — it all 
suddenly seemed rather clear. I always 
seem to be attacking the same theme 
from a different perspective. Because, 
in Zardoz, you have this notion, again, 
of the primitive and the over-civilized 
coming into conflict, and the sense
that, once that process of over­
breeding and over-development takes 
place, some kind of juice is lost.” 
There is also, in the film, the pre­
viously mentioned idea of imposing a 
religion on people as a means of keep­
ing them under control — of prevent­
ing the Primitives from penetrating 
the elite intellectual community of the 
Vortex. “ It was,” says Boorman, “ a 
film that I actually got into trouble 
over with both the Christians and the 
Communists. In Italy, they said it was 
a profoundly anti-Christian film, 
because it was clearly a veiled criticism 
of Christianity: they said the flying 
head was Jehovah. Then, when I went 
to open the picture in Paris, I did an 
in te rv iew  w ith the c ritic  of 
L ’Humanité, the Communist news­
paper. He was very, very nervous. He 
said he liked the film very much and 
that he was going to write a good 
review of it, but he wanted to ask me 
first of all: ‘That is Karl Marx, isn’t it, 
the stone head?’ and was I making an 
attack on Marxism?”
That, though, was nothing to the 
reception he got for Exorcist II which, 
apart from the religious elements, 
seems an almost wilfully bizarre choice 
for a director whose whole approach 
to moviemaking seems the antithesis of 
this big-league, sequel stuff. Boorman 
admits this, but adds: “ I was fascin­
ated by the story, and the possibility of 
doing it on a big scale. But, as you 
know, it was a terrible experience in 
many respects. I’ve made films which 
haven’t been successful, but to make 
one which was actually reviled in that 
sort of way, with audiences throwing 
things at the screen, is really a terrify­
ing experience. And I felt it was a very 
human and healing film: the idea of 
spiritual evolution as a way forward 
for the human race intrigued me. It 
seemed to me a tremendously 
important idea, and I really felt I was 
making a film that was very exciting 
and important, in that it was made in 
the context of a thriller/horror film. I 
think it has some remarkable 
sequences in it — all those scenes we 
did in the Coptic church in Ethiopia 
(which we did on the stage), and the 
locust swarms, and the sequences with 
the leopard.
Exorcist II was “a terrifying experience”. 
Boorman on set with Richard Burton.
“ Yet it lacks tension: it has a turgid 
quality. I don’t know how that got into 
the film. I’m very rigorous when I’m 
editing my films: I’m ruthless about 
the things I’ve shot. I can spend a week 
on a scene and cut it out in a moment 
in the cutting room and never even 
think about it again. That’s part of the 
process of filmmaking. It’s very much 
a series of stages, and at each stage you 
leave behind another skin and go on to 
the next. I’ve said this before, but I 
think it’s true: that I have the sense of 
groping with an unknown language 
that has tremendous potential. The 
best films give us just glimpses of that 
possibility.”
Boorman recovered, in time, from 
the way Exorcist II was pilloried, and 
just four years ago directed Excalibur, 
which seems closest to him of all the 
films he has made. “ It still is,” he 
says. “ Looking back on it now, I think 
it was a mistake not to make it longer. 
It’s two hours, 20 minutes, and I think 
it should have been at least three 
hours. I’d been trying to make it for 
many years, and I’d done a number of 
scripts and different approaches to it. 
There were always two possibilities: 
one was to take a portion of the story 
— Camelot, or the boy Arthur, or one 
of the Round Table stories — and 
make a film from it. That was certainly 
the most sensible thing to do. But what 
I wanted was to try to render the whole 
thing, because the story in its whole­
ness can be seen as a sort of plan of the 
universe, a pattern of human history 
and life, and as a huge metaphor for 
human society. So, knowing the pit­
falls, I elected to try and tell the story 
from Arthur’s conception in those 
strange circumstances, up to the 
moment where he dies and passes into 
Avalon, and the sword Excalibur is 
cast back into the lake.”
It meant, Boorman felt, covering an 
enormous amount of ground and pres­
surizing the story too much to make it 
fit within a commercially acceptable 
time-span. “ But I do think the film is a 
very vivid retelling of the story, and it 
gives the Jungian interpretation of the 
Arthurian legend in the way I wanted,
because the central figure really 
becomes Merlin.” Didn’t the film 
also have a structural problem, 
though, in the sense that, when the 
quest for the Holy Grail is introduced, 
it becomes a different film from what 
it was before? “ Well, this is part of the 
structural problem of the story. I think 
what happens is that the quest for the 
Grail doesn’t have enough substance. 
Everybody said to me that the Grail 
quest section was too long. The truth is 
that it wasn’t long enough, or substan­
tial enough, so that the audience didn’t
“ I have the sense of 
groping with an unknown 
language that has 
tremendous potential. The 
best films give us just 
glimpses of that 
possibility”
get a chance to get involved in new 
characters, particularly that of 
Perceval, whose story resolves in the 
final section when Arthur comes back. 
But we’re trapped in this system that 
films have to be two hours long.”
With Excalibur behind him, Boor­
man felt, for a time, that he had com­
pleted his career as a director: he’d 
said what he wanted to say. But ideas 
did come, including one from Rospo 
Pallenberg, his co-writer on Excalibur, 
who showed him a cutting from the 
Los Angeles Times of 8 October 1972. 
It told of a Peruvian engineer’s ten- 
year search for his young son, taken by 
Indians. When he found the boy was 
fully integrated into the tribe, he 
decided to leave him there: thousands 
of years of progress separated them.
To Boorman, the idea proved irre­
sistible. Years earlier, shooting Hell in 
the Pacific, he had been struck by the 
contrast between the unchanging, 
repetitive course of tribal life there, 
and the thirst for change which is at 
the heart of modern society. With the 
Peruvian engineer transformed into an 
American dam builder and played by 
Powers Boothe, Boorman set out to 
explore the contrast in what became 
The Emerald Forest. The research, 
dangers, d isappo in tm en ts and 
triumphs, along with the financial 
machinations that saw the project pass 
from the initial backers, Goldcrest in 
Britain, to Embassy in America, are 
detailed in his book. And, since the 
film is very much in the Boorman 
mould of tackling the same theme 
from a different angle, does he not run 
the risk of being called naive and pre­
tentious again?
“ I’ve been accused of things like 
that,” he says, “ and they’re probably 
all true. But, for me, moviemaking is a 
way of exploring the hidden places. 
And, if you’re doing that and stumb­
ling around in unknown territory and 
it doesn’t exactly work, then it comes 
out looking naive or pretentious. I can 
make safe films successfully, but I’m 
not really interested in that: I’m much 
more interested in exploring, taking 
chances, and taking the failures and 
criticisms that arise from that. I hope 
that, even in the films I make which 
are unsuccessful, there are moments 
where people are touched by them. 
Zardoz, for instance, has a following 
throughout the world: people study it 
and get things out of it. And that’s 
the most one can ever hope for. ” ★
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With a range of product that goes from exploitation to art­
movie, Cannon Films is the fastest-growing production 
company in Hollywood. But there is more: Cannon is also a 
distributor and an exhibitor. And it is profitable — a final 
element in the whole equation which has, recently, made it 
the toast of the American film industry. Whatever observers 
may think of the films Cannon puts out, they find it hard not 
to admire the operation behind them. Nick Roddick looks at 
the company’ s rise and rise, and talks to its ebullient 
chairman, Menahem Golan.
Older readers may remember a 1960 
rock ’n roll classic sung by Eddie 
Cochrane, called ‘Three Steps to 
Heaven’. It was about a short cut to 
teenage bliss: “ Step one, you find a 
girl to love. Step two, she falls in love 
with you. Step three, you kiss and hold 
her tightly. Well, that sure sounds like 
heaven to me.” Granted. But, for 
most male teenagers, eager for a 
pointer on how such things were done, 
the problem with the formula was the 
quantum leap between Step one and 
Step two. Step one happened all the 
time, but the progress to Step two 
tended to be problematic.
For many observers of the American 
film industry, Cannon Films and its in­
separable duo of leaders, chairman 
Menahem Golan, 57, and his 42-year- 
old cousin, company president Yoram
Title page: From Shakespeare to schlock —  
a range o f product. From the top, Charles 
Bronson in Death Wish 3; Michael Dudi- 
koff in American Ninja, and the V a r i e t y  ad 
announcing Godard’s King Lear; Bea 
Fiedler as The Music Teacher (that’s what it 
says in the hand-out) in Hot Chili, and 
Karen Black and son Hunter Thompson in 
the re-make o f Invaders from Mars. This 
page: Golan (with scarf) and Globus (with 
beard).
Globus, seem to have adapted Eddie 
Cochrane’s formula to the entertain­
ment industry. Step one, you take a 
small, struggling company with a cup­
board full of awful old films no one 
wants to see. Step two, you turn it into 
a successful, multi-million dollar 
operation, with fifty films in various 
stages of production and half-yearly 
revenues to June 1985 of $61,838,000. 
Step three, Hollywood stops regarding 
you as schlock merchants and begins 
to love you. As simple as falling in 
love. But, as with falling in love, Eddie 
Cochrane-style, the leap from Step one 
to Step two is not the easiest thing in 
the world.
In 1980, when they had owned 
Cannon for less than a year, no one 
expected Golan and Globus to get 
beyond first base. The company was 
moving into production in Hollywood 
at a time when the smart money was 
beginning to get out, citing terminal 
economic obesity and the fiasco of 
Heaven’s Gate. Now, of course, with 
Dino de Laurentiis taking over 
Embassy and Rupert Murdoch 
acquiring full control of Twentieth 
Century-Fox, the day of the mogul 
looks like returning. Then, however, 
Golan and Globus — G and G — were
thought to be crazy. And, as the 
company grew and grew — it emerged 
as a major figure in the Hollywood 
stakes in mid-1983 — the industry has 
been waiting for the crash. It hasn’t 
come. For a while, though, it seemed 
sure to. Hardly a week went by with­
out an announcement in the trade 
press that Cannon had acquired a new 
chain of cinemas, extended its credit 
line by another $50 million, or signed 
yet another megastar for yet another 
movie.
The latest of the expected death 
knells was supposed to have sounded 
in June 1984, when Cannon abruptly 
announced it was severing its relation­
ship with MGM/UA who, under an 
eighteen-month agreement signed in 
April of the previous year, were to 
distribute all Cannon product in the 
US. That was before they had seen 
Cannon’s key summer release for 
1984, the Bo and John Derek opus, 
Bo-lero. MGM/UA wanted out. 
Acrimonious press releases circulated. 
The agreement was off. “ Is there life 
after MGM/UA?” asked a headline in 
one American business magazine. The 
assumption was no, since, without a 
major outlet for its films, Cannon 
could hardly be expected to keep the
money moving. The answer to the 
magazine’s question, however, has 
turned out to be a resounding ‘Yes’. 
As of July 1985, Cannon Releasing 
Corporation had 36 films on its books 
— twelve more than MGM/UA, ten 
more than Universal, nine more than 
either Columbia or Fox, and exceeded 
only by Warner Bros., which boasted 
41 titles.
The other interesting thing about the 
past couple of years is the way in which 
Cannon’s critical credibility has in­
creased. Dismissed as purveyors of 
exploitation fare in 1983, Cannon, Bo 
and John notwithstanding, was 
making a serious bid for respectability 
at Cannes in 1984 when, allegedly 
incensed at festival selector Gilles 
Jacob’s refusal to have Andrei 
Mikhalkov-Konchalowsky’s Maria’s 
Lovers in competition, the company 
set up its own event, the ‘Cannon Film 
Festival’, on the rue d’Antibes. Since 
then, Konchalowsky’s movie, starring 
Natassja Kinski, has gone on to do 
good business almost everywhere in 
the world, and has attracted some very 
favourable critical attention.
By Cannes 1985, it was hard to find 
anyone with a bad word to say about 
the company. While no one was watch-
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ing, Cannon had become involved in a 
whole different kind of cinema, 
rushing in once more where, as they 
see it, fools fear to tread. The previous 
year, a Cannon Film — John Cassa­
vetes’s Love Streams — had won the 
Golden Bear at the Berlin Film 
Festival. And the distribution arm had 
been busily acquiring the sort of art 
movies that, a year previously, no one 
would ever have associated with the 
company, notably two successive 
years’ Palme d’Or winners, Shohei 
Imamura’s Narayama Bushi-ko (The 
Ballad^of Narayama) and 1985 ’s Otac 
na sluzbenom putu (Father on a Busi­
ness Trip).
The real bombshell in this respect, 
however, came on the first Tuesday of 
Cannes 1985, when, after a brief 
meeting in the Carlton bar, and 
following the signing of a hastily 
drawn-up contract on5 the back of a 
napkin, Golan announced that 
Cannon would be producing Jean-Luc 
Godard’s first 100% American film, a 
version of King Lear. At the time, 
Marlon Brando was mentioned for 
Lear, with Woody Allen as the Fool; 
Norman Mailer was to write the 
screenplay. In the months since then, 
Marlon, Woody and Norman have 
fallen by the wayside. But the project 
remains. So, too, in the latest 
announcement from Cannon — 57 
consecutive full-page ads in the 
MIFED edition of Variety — do films 
by Robert Altman (Fool for Love, 
starring Sam Shepard and based on his 
own highly successful stage play), 
Liliana Cavani, Lina Wertmuller, 
Franco Zeffirelli and John Franken- 
heim er, alongside vehicles for 
Sylvester Stallone, Charles Bronson 
and Chuck Norris.
Rumour has it that there was to 
have been a Dusan Makavejev movie 
as well. But the deal Golan offered was 
the same as the one he allegedly 
offered Godard: a straight employ­
ment contract, but with Godard 
keeping his home territory. For 
Godard, that was Switzerland. For 
Makavejev, it would have been Yugo­
slavia. And, with Yugoslav cinema 
admission prices the lowest in the 
world, Makavejev declined.
But, though the staple exploitation 
fare still makes up a sizeable propor­
tion of the Cannon slate, Cannon is no 
longer just in the exploitation business. 
Or perhaps it would be truer to say 
that the company has re-defined the 
terms, reckoning art movies to be as 
exploitable as schlock. At all events, 
Cannon’s slate is equal to that of any 
of the Hollywood majors in quantity 
and scope, covering the whole range of 
cinema, from the drive-ins to the art 
houses. And the money keeps flowing. 
In the aftermath of the record six- 
monthly figures announced in July, 
Cannon established a new $65-million 
revolving credit line with a consortium 
of US banks, headed by First National 
Bank of Boston. This was in addition 
to the $45-million credit line estab­
lished with Credit Lyonnais in the 
Netherlands in 1983, giving the 
company $100 million worth of credit.
The answer to how Cannon keeps 
going is, in one sense, simple: cash­
flow. With almost as many films in 
production as the Hollywood majors 
in their heyday, there is by now enough 
money coming into the Cannon coffers 
to keep the operation nicely buoyant. 
Movies are, in a sense, like the oil busi­
ness: there is a great deal of money to 
be made, provided you have enough
Mining a reliable vein: Rappin\ which 
follows in the dancesteps o f  Breakin ’ and 
Breakin ’ 2 Electric Boogaloo.
money in the first place. In that sense, 
Cannon is now in the J.R. Ewing 
category.
How it got there, like the three steps 
to heaven, is less easily summed up. 
But two factors have been pre­
eminent: chutzpah and marketing. It is 
a combination to which even the 
soberest financial journals have paid 
tribute. If Golan and Globus seem at 
home in the movie business, it is 
because, like the moguls of old, they 
share killer business instincts and a 
love of movies. And, crucially, they 
have always protected their downside, 
setting up marketing deals before 
committing huge sums of money to 
production. It sounds simple. But it 
requires verve and an instinct for the 
market. Take 1984’s hit movie, 
Breakin’ — no great shakes as a piece 
of cinema, but it took the biscuit at the 
box-office. As Harry Belafonte and 
co. laboured to produce their defini­
tive (and frankly not much superior) 
rap and break opus, Beat Street, 
Cannon steered Breakin’ through from 
pre-production to release in time to 
cash in on the craze, and cleaned up 
with $15.5 million in theatrical rentals 
alone.
The rise to power of Cannon Films 
began in 1979, when Golan and 
Globus acquired the company from its 
then owners, Dennis Friedland and 
Christopher C. Dewey. G and G had, 
of course, already been in the business 
for some time by then. In the mid­
fifties, Golan was Israel’s leading stage 
director. In 1963, he formed Noah 
Films with Globus and, over the next 
two decades, they produced between 
them fourteen of the twenty most 
successful Israeli films, from Sallah 
(1964) via Tevye and his Seven Daugh­
ters (1971) to Lemon Popsicle (1978).
Long before the latter, however, 
Golan had already started his two- 
decade apprenticeship in American 
movie-making, from being a crew 
member on a Roger Corman film in 
1963, to launching his own company, 
AmeriEurope Pictures, at the start of 
1974. That same year’s Lepke, starring 
Tony Curtis as America’s only major- 
league Jewish gangster, is Ameri- 
Europe’s most memorable production.
When Golan and Globus acquired 
Cannon in 1979, the company was all 
but on the rocks. With only one hit, 
John G. Avildsen’s Joe (1970) — and 
that seems to have been more a matter 
of luck than anything else — Cannon 
had staggered through the seventies 
with movies like The Happy Hooker 
and Maids in Sweden. By 1979, 
Cannon shares were trading at less 
than 20 cents, and the company was up
for sale for around half a million 
dollars.
Not having that kind of cash, G and 
G did a deal with Cannon’s then 
owners: they would market the movies 
that Cannon had not been able to 
move for a commission fee that would 
give them a controlling interest in the 
company. This they did at the 1979 
Cannes Film Festival, where they made 
more money in two weeks than the pre­
vious owners had been able to make in 
ten years. Since then, the company has 
hardly looked back. In 1980, turnover 
was $6.1 million, with a profit of only 
$8,154. By the following year, turn­
over was up to $23 million, and profit 
to $2 million. For the first six months 
of this year alone, both figures are 
close to three times that.
In the meantime, Cannon has pur­
sued a staggering policy of diversifica­
tion, most notably in the theatre­
owning business. In Britain, in 1982, it 
bought and refurbished the moribund 
Classic chain of cinemas; and, by the 
simple process of making them nice 
places to go to — which is, after all, a 
form of marketing — began to show a 
profit. A couple of months ago, 
Cannon stepped up its British holdings 
to 95 cinemas and 216 screens by 
acquiring the Star Group, making it 
the second-biggest theatre owner in the 
UK, behind Thorn EMI but well ahead 
of Rank.
In the N etherlands, Cannon 
acquired the Tuschinski chain in 
February 1984, followed by the City 
chain in August of the same year, 
giving it virtual control of the key cities 
of Amsterdam, Rotterdam and The 
Hague, with a total of 47 screens. 
Earlier this year, the group acquired 
the Gaumont Italia theatre circuit for 
$US15 million, and seems to have 
weathered the storm of protest from 
the local unions. In characteristic 
fashion, it was Golan himself who 
addressed the stormy meeting in Rome 
on 10 January. In June, Germany fell 
to the Cannon fire, when the company 
signed a co-operation deal with distri­
butors Scotia, and bought out the 
Ewert cinema chain. Rumours of a 
move into Australia were rife at 
Cannes (see the Cannes report in our 
July issue), and rumours about 
Cannon buying into France are 
currently circulating. On a slightly 
different tack, G and G announced 
plans in January for going into the 
theme park business. The location? 
Just outside Jerusalem. The name? 
Bible Land.
Doubtless parting the Red Sea will 
be one of the big rides. And, if his 
approach to the movie business is any­
thing to go by, Golan will probably 
design it himself, since he has been a 
hands-on mogul from the very start. 
Early visitors to the subterranean 
Market hall in the Palais des Festivals 
at Cannes swear they have seen Golan 
in person, broom in hand, cleaning up 
the company stand prior to the day’s 
business.
And, if the scene I witnessed while 
waiting to talk to Golan is anything to 
go by, keeping a close eye on the 
smaller details of the business is crucial 
to the company’s cashflow. In the sur­
prisingly small suite that Cannon 
occupied at Cannes, despite its $1 
million worth of advertising, the bed 
was the main feature. Round it, the 
advertising manager of a small-circula­
tion Italian magazine was backing 
away in front of Golan. Having seen 
the $ 1 -million Cannon advertising 
campaign in Cannes, the Italian 
reckoned he could earn enough com­
mission to ensure a comfortable 
summer holiday. He reckoned without 
Golan. In the process of three minutes 
of haggling in fractured Italian, Golan 
had beaten the eager salesman down 
from his normal rates for an average 
page to 50% of those rates, but for the 
inside front cover — one of the prime 
advertising sites in any journal. But 
Golan hadn’t finished yet. As the hap­
less salesman went out of the door, 
figuring that 50% was better than 
nothing, Golan landed his final blow. 
“Momento!” he growled. “ 50% — 
OK: but 50% of the 1984 rates.” The 
salesman had been steamrollered.
Aggression and energy have been 
Golan characteristics since his time 
in theatre.4‘I was bored with theatre,” 
he says, looking back to his stage- 
director days in the fifties. 44I was 
bored with four walls, with the limited 
scope. My imagination went much 
further. And I loved cinema from 
childhood: for me, it still works better 
than the best play by . . . what’s his 
name? . . . the best British playwright.
I was at the peak of my career: I was 
directing for every theatre in Israel 
between the ages of 21 and 30. And I 
just went and quit. I went to New York 
with my family and went to school 
again.
“ In 1960-63, I was in New York, at 
New York University and at the City 
College Film Institute. But I was bored 
in school. Even the teachers told me 
that the best way to learn film is just to 
go ahead and make it. And that’s what 
I did. I heard that Roger Corman was 
giving opportunities to students. I 
wrote him a letter, and he invited me to 
come to Monte Carlo. He said, ‘On 15 
June, come to Monte Carlo. This is the 
hotel: I’ll be there, and I’ll give you 
$100 a week. You’ll drive the car, 
you’ll feed me, you will be a grip and 
you’ll work on a film. And you will 
pay the hotel bill and all expenses!’
“ So, I went there and did the movie 
with Roger Corman. It was called The 
Young Racers, for AIP. There was 
another student on the same crew 
called Francis Ford Coppola: he had 
this little Nagra and a microphone and 
he was doing a film, which was terr­
ible. Another guy there was Robert 
Towne, who is now a top director and 
top writer. He was a grip too. The 
budget, I remember, was $90,000, and 
we were shooting at every racetrack in 
Europe.
“It was a great experience, because 
of the people who were making it. 
After a week, nobody was on set by 8 
o’clock in the morning: they all slept in 
until 9 o’clock. So, Roger said, ‘I’ll 
give $10 to anybody who can get me 
the crew tomorrow at 8 o’clock’. I 
started picking Francis and everyone
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up, got them to work, got the ten 
dollars — and he made me his 
assistant. He kept elevating me.
“ But I was also his driver. I remem­
ber, one day, while I was driving him, I 
was telling him about a play I directed 
in the theatre in Israel, which was a big 
hit, called El Dorado. I said, ‘This will 
be a great movie, about gangsters, 
hookers, the underworld and so on’. 
He liked it and said, ‘How much?’ I 
said, ‘$30,000. You give me $30,000. 
I’ll give you the world, and I’ll take 
Israel’. That was a great deal for him, 
and he said OK. I was silly to tell 
everyone how proud I was to get 
$30,000 to do my first picture. And 
that bastard Francis Ford Coppola 
heard about it and went to Roger and 
said, ‘How can you give this Israeli 
$30,000? Give me $30,000 and I ’ll 
make an American film for you. Roger 
said, ‘Do you have a script?’ Coppola 
said, ‘Of course I have a script!’ And, 
from that night on, he didn’t sleep: he 
was in a room near me and he was 
typing all night.
“Then, from Aintree, he went over 
to Ireland and came back with a deal 
from the Irish studio to finance the rest 
of the movie. That was Francis Ford 
Coppola’s first movie, Dementia 13, 
and I lost the financing for El Dorado. 
Francis had the nerve to ask me to 
work for him for chicken shit as his 
assistant. I said, ‘No way: you stole my 
financing! You stole my movie!’ Any­
way, I went to Israel and found 
financing there: I did my first movie in 
Israel. But it was one of the great 
experiences: I think I learned more 
with Roger than from anywhere.”
Obviously one of the things Golan 
learned from Corman was how to 
maximize earnings. And how to take 
chances. “ We went to America, 
Yoram and I. By that time, we had a 
successful company in Israel. But 
Israel didn’t allow you to take money 
out. So, I swear to you, we came like 
that — jackets, trousers, a little valise. 
We came to America, and we didn’t 
have a dollar. We got a two-week visa, 
and somehow we started a little pro­
duction company called AmeriEurope. 
We had one secretary and a telephone, 
and we decided we were going to put a 
movie together. That was Lepke, with 
Tony Curtis, for $900,000. Then we 
wanted to buy a big company — we 
wanted to buy Allied Artists, which 
was bankrupt, but we didn’t have any 
money.
“ So, we heard about this little 
exploitation company in New York 
called Cannon, run by two lawyers. 
These guys were deep in debt. They 
told us they had a million-dollar debt. 
Later on, we found out it was $3 
million, but by then we were already in 
tight. We needed half a million dollars 
to take control. They had sixty old 
movies, you know, nude movies, that 
they did for the drive-ins, etc. And we 
said, ‘You give us 25% commission for 
anything we sell abroad’, because 
they’d never sold any movies abroad. 
We went to Cannes, we came back 
with our commission, and we bought 
Cannon with its own movies!”
Cannes had always been a favourite 
stomping ground for G and G. “ We 
had credibility there,” explains Golan, 
“ and a relationship over the years with 
distributors. We learned ways to sell 
our movies, because, before that, we 
sold black-and-white Hebrew-speaking 
movies to China and Tibet and 
Tanganyika and Finland and Sweden. 
You sell Hebrew black-and-white 
pictures and you can sell anything!
“ So, that’s what we did: we used 
Cannon’s films very well, and we dis­
covered the ancillary markets before
anyone else. We knew that, sooner or 
later, these ancillary markets are going 
to be huge business. So we went back 
to America, acquired the company, 
and started to acquire films. Cannon 
already had a library of 580 films, 
which is a lot of films. Shall I tell you 
why Columbia Pictures was bought by 
Coca-Cola for $800 million. What did 
they buy? Did they buy buildings, 
chairs, cars? No, they bought a bunch 
of clerks and a library of a couple of 
thousand old movies. You’ve got to 
understand what old movies mean. 
Movies become like gold — an entity 
forever. This is my suggestion to all the 
Australian producers: keep the rights, 
they’re money-makers forever. Or sell 
them to Cannon!
“ Anyway, the first two years were 
tough. No answer to our telephone 
. . . you know, real tough! Hollywood 
is a closed society. But then, in the 
third year, they started to feel our 
determination. Many nights, we 
couldn’t sleep, Yoram and myself, and 
we said to ourselves, ‘We’re going 
back to Israel: what are we doing 
here?’ But slowly,it started to build up. 
You understand, Hollywood is full of 
bullshit. 90% is talk, talk, talk, in the 
restaurants, in the Beverly Hills Hotel, 
in the swimming pool, on the tennis 
courts. Only maybe 10% of them are 
really doing the movies. And we said, 
‘We must do what we say we’ll do’.”
They did. They also discovered the 
kind of secret that everyone knew, but 
only a couple of people who had 
looked at American movies from the 
outside would ever think of turning 
into a system. “We discovered a 
beautiful way. We told everybody, but 
nobody believed it. We said, ‘If you 
shoot an American film’ — and I kept 
saying ‘American! A m erican!’, 
because that is the product that every­
body in the world is looking for — ‘if 
you make an American film with a 
beginning, a middle and an end with a 
budget of less than $5 million, you 
must be an idiot to lose money, a com­
pletely unprofessional idiot in today’s 
market.”
Surely, I suggested, the subject must
Peter Boyle in the title role o f  Citizen Joe, 
which brings back the hero o f the former­
management Cannon Films’ only hit, Joe 
(1970), fifteen years on. “Times have 
changed,” says the poster, “but he 
hasn’t. ”
also be important. “ No, a beginning, a 
middle and an end — nothing else. 
And an American film. American 
films have a meaning to the world. 
They mean professionalism, a profes­
sional product. It must have a normal 
little story, with actors. But American 
film is not just film, it’s American 
film. It’s something that, over the 
years has developed a tradition and a 
public. It’s not in French . . .  or 
Hebrew.
“ Apart from that, there are no 
rules. When you write it, when you fall 
in love with it, you get excited, and you 
excite others. Then you start to put 
elements together — get a screen­
writer, or sometimes you get a star 
before you get a writer. Then you 
package it and then you sell it. Before 
you make the film, you sell it.” Steps 
one, two and three.
Not surprisingly, Golan sees the 
move into art movies as part of the 
same process. “ For me, there is no ‘art 
movie’. There is a good movie and a 
bad movie — a good artistic movie and 
a bad artistic movie, a good action 
movie and a bad action movie. The 
fact that I’m working with higher class 
people in the last two years is only due 
to the fact that I can afford to work 
with such people. We know we’re 
taking a little bit of a risk, but we can 
afford that, because we have fantastic 
commercial films like the Ninja films 
and the Chuck Norris films and the 
Bronson films and the action films and 
the youth comedies. So we can do a 
Grace Quigley. And I’ve learned that 
even the lowest class of distributor in 
the world was happy to buy a John 
Cassavetes film from us. Everybody is 
looking for something good in their 
own territory, for good reviews on top 
of money.”
Generally speaking, it is the leanness 
of the Cannon operation which is one
of the other, more obvious keys to its 
profitability. At the top is the Golan- 
Globus duo (“ Yoram is the financial 
brain of the company,” says Golan; 
“ he collects, I spend” ) and, beneath, a 
surprisingly small staff. “ We have 
about 130 people working for us in 
America, and the average age is 26. 
And we’re doing as much in terms of 
quantity — and, I think, production 
quality — as any of the majors. The 
majors are run with three or four thou­
sand employees, and we’re doing the 
same job with 130 dedicated, enthusi­
astic people.”
Films are the name of the game, and 
any suggestion that the move into 
cinema ownership had something to do 
with a real estate investment is met
“ If you make an American 
film with a beginning, a 
middle and an end with a 
budget of less than $5 
million, you must be an 
idiot to lose money’ ’
with an angry rebuff. “ No, no, no. We 
want to protect our babies when they 
get out of the womb. Our films start 
with an idea, we work very hard to 
make it; sometimes, our films take us 
almost a year, and then they meet the 
public. So, we want this meeting to be 
in good conditions, not out of control. 
We decided to go into exhibition to 
protect our product. We believe in the 
cinema and we believe the public will 
come back to the cinema after the 
decline. We think that it is important 
for a company like ours that we develop 
every aspect of the cinema: we make 
the movies, we distribute them, we 
bring them to the cinema, we control 
the cinemas. So we control the fate of 
our movies.” Not so much Steps one, 
two and three, in fact, as Steps one to 
ten. And rising. ★
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ISSUES
The ABC is mid-way through a process of profound change. It’s a 
process which is causing concern to some of the ABC’s traditional 
audience. But it is also a process which is defining a new sense of 
purpose for the organisation as a whole. The second half of the 
eighties is a testing time for the broadcast industry, both in 
Australia and around the world; and, in this country, the ABC 
has been called upon once again to test the ground. I t’s our tradi­
tional role, and we don’t resile from it: we w ant to be innovators, 
and we’d be unhappy in any other role.
For the first time in half a century, a plan has been produced 
which provides a strategic view of the ABC’s activities for the next 
three years. The A B C  C orporate Plan, 1985-88 is a major 
document, which sets objectives, priorities and performance 
targets for the next three years in all areas of operation. In tele­
vision, for example, a key objective is to re-establish the ABC as 
the pre-eminent provider of a variety of news and information 
programmes. The Corporation is already well on the way to 
meeting that goal, having established The National, The Carleton 
Walsh Report (which has a consistent market share of over 15%) 
and the refurbished Four Corners. Plans for further programmes 
are well advanced.
There is a developing trend to contemporary drama, situation 
and sketch comedy, programmes which reflect the cultural 
diversity of Australian society and programmes on Aboriginal 
culture. The C orporate Plan  also promotes experimentation and 
innovation, and the results of this will be seen increasingly over 
the next two years.
In radio, there is considerable emphasis on improving profes­
sional standards, on the local output of ABC stations in the 
country — and on extending coverage and therefore programme 
choice in the rural areas. Experimental and risky ventures are also 
being further encouraged through the establishment of an experi­
mental fund. Radio news and current affairs are similarly to be 
expanded, building on the authoritative base of such programmes 
as the News, AM, PM and The World Today.
The Plan  foreshadows the possible introduction of 24-hour 
broadcasting on metropolitan and regional (Radio 1) stations, 
and a move towards the establishment of an additional youth 
radio network.
In other, less visible areas of the Corporation, the corporate 
planning process has identified a wide range of developments 
which will contribute to the revitalization of the ABC as 
Australia’s national broadcaster. For example, we expect to be
“ Perhaps the changes have occurred too 
quickly for some: in two years, many of the 
legacies of the ABC of old have gone; and, 
in the next two years, many more changes 
will occur’ ’
spending more than $150 million over the next three years on 
equipment and property, since the ABC, especially in Sydney and 
Melbourne, is currently housed mainly in leased accommodation 
or old, Corporation-owned premises which could best be 
described as sub-standard. Much of the equipment being used is 
outdated: it has not kept pace with the rapid changes in broadcast 
technology. The ABC, then, is planning to improve its studios 
and offices in Brisbane, Sydney, Melbourne and Hobart. The 
number of ABC locations within each city will be reduced, and 
staff will be able to work in surroundings specifically built to 
broadcast requirements.
The Corporation’s finance systems are also being overhauled; a 
new computer network linking all ABC offices is being estab­
lished; more effective staff recruitment processes are being imple-
42 — November CINEMA PAPERS
Geoffrey Whitehead
Since his appointment as Managing Director of 
the ABC in late 1983, Geoffrey Whitehead has 
come under frequent attack from the media and, 
more recently, from within the Corporation 
itself. Not one to duck criticism, Whitehead has 
been vociferous in his defence of the changes 
— which is only as it should be. Having looked 
at some of the ABC’ s recent problems on the 
News pages of our last issues and reported on 
one of the major bones of contention — the 
re-vamped National — in the issue before, we 
thought it was time to ask the man at the top 
for his views. Here, in the lull after the June 
and July storms, Geoffrey Whitehead responds 
to our invitation with a calmly confident 
analysis of the ABC in the late eighties.
merited; the sales and marketing area is being expanded; the 
concert music division is being decentralized and its management 
structure has been overhauled. Essentially, the national broad­
caster is being reforged.
All of this has created something of a storm from those who 
feel reserve when they see great national institutions being 
challenged. Perhaps the changes have occurred too quickly for 
some: in two years, many of the legacies of the ABC of old have 
gone; and, in the next two years, many more changes will occur.
The ABC is still, however, Australia’s major cultural organisa­
tion, with the central objective of extending the range of ideas and 
experience available to all Australians: that is something that is 
unchanging. The ABC is not primarily interested in achieving 
ratings success. We are, however, very interested in attracting and 
satisfying the best audiences we can for the programmes we offer. 
We are trying hard to be relevant and responsive to more Austra­
lians, but we measure success against our own terms, not those of 
the commercial sector.
The National, a major departure from the tried news and 
current affairs format, is now more closely meeting audience 
needs, after what could only be described as a stormy beginning. 
There had been a ground-swell of audience antagonism on three 
levels: a sacred cow had been removed; format problems had to 
be solved; and expectations had to be lowered (after we had, at 
least in part, built them up ourselves!).
Once our audience realised that the traditional high standards 
of news-gathering and analysis had not changed, the first problem 
was on its way to being overcome. The second problem is taking a 
little more time to redress, but the necessary changes are being 
made. The third problem we’re still living down! But change is 
fundamental to the revitalized ABC. Changes in programming 
format have, therefore, occurred, and will continue to occur, in a 
constant process of fine-tuning.
The inauguration of the satellite system next Australia Day will 
make ABC radio and television available to some 300,000 Austra­
lians who have not enjoyed a decent broadcasting service — or 
had any service at all — in the past. And the ABC is moving ahead 
with the promotion of quality Australian television productions. 
Last month, for example, the ABC and the Australian Film Com­
mission joined forces to assist documentary filmmakers. Through 
financial assistance and the guaranteed screening of productions, 
Australian independent filmmakers will gain greater oppor­
tunities to show their work.
One of the most important roles of the ABC is to articulate the 
cultural diversity of Australian society. By doing so, the ABC will 
contribute to a sense of national identity through its programmes. 
It will continue to promote the performing arts, and to show 
clearly the wealth of Australian talent, thereby encouraging
“ We want lo be innovators, and we’ d be 
unhappy in any other role”
young Australians to appreciate and participate in these activities. 
This includes Australian-written and produced films and docu­
mentaries, the continuation of the simulcast series, and further 
development of programmes in the children’s and education 
departments. The arts in the broadcast sense are an essential part 
of Australian cultural life, and the ABC is making a major contri­
bution to this by providing, through its programmes, opportuni­
ties for more employment in the various fields of artistic and 
cultural endeavour. A range of new arts programmes is currently 
being produced, and they will be seen on ABC TV over the 
coming twelve months.
Another area of concern, in which I have taken a particular 
interest, is Aboriginal broadcasting. It is not good enough simply 
to cater for the European culture, and to ignore the culture of
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Then and now, Part I: top, Max Walsh and Richard Carleton, o f 1985’s high­
rating Carleton Walsh Report. Above, Bob Moore, producer and presenter o f  
Four Comers in the sixties.
Then and now, Part II: top, Andrew Olle, current presenter o f Four Comers. 
Below, traditional get-together: the Oueen on a 1968 State visit to Australia, 
accompanied by then ABC Chairman Sir Robert Madgwick.
indigenous Australians. The ABC has undertaken to assist 
Aboriginal broadcasters through training and technical assist­
ance. We have already increased ABC TV’s coverage of 
Aboriginal culture and affairs, and we are also developing policies 
to help Aboriginal broadcasters operate on their own.
Another major breakthrough for Australian television produc­
tions has been the ABC’s successful move into overseas pro­
gramme sales. We sold more than 200 Australian programmes to 
45 countries last year. In 1986, the programme sales network will 
be upgraded, and we’ll be attacking the large US home video 
market. This will increase the number of programmes the ABC
The National: “ Expectations had to be 
lowered (after we had, at least in part, built 
them up ourselves!)”
sells overseas, helping to identify Australia as a leading 
programme-production centre. In the long run, it could also mean 
more jobs for Australian programme-makers.
The ABC still has a long way to go down the path of change. 
And, while some of the criticisms are now easing off as current 
changes show positive results, we do not delude ourselves into 
believing they are over.
The ABC has been the traditional whipping boy for the media 
for many years. We work in the open, and our mistakes are there­
fore very visible. And there are always going to he mistakes: as the 
innovator, we must take risks. But there are many more successes, 
and it is through this process of striving to raise professional 
standards, and to meet the needs of a wider audience, that we 
believe we are building a better and more relevant ABC. ★
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APPLICATIONS FOR  
BICENTENNIAL  
DOCUMENTARY FILMS 
AND THEATRICAL SHORTS
The AUSTRALIAN BICENTENNIAL AUTHORITY and the AUSTRALIAN FILM 
COMMISSION will jointly commission the production of four 16 mm documentary 
films and up to six theatrical shorts for release in the Bicentennial Year, 1988.
The films will provide audiences with imaginative and challenging views of 
Australia’s heritage, culture and way of life. ~
DOCUMENTARY FILMS
Proposals are invited from filmmakers who hold at least two credits in the areas of 
cinema or TV features, documentary films, cinema shorts, conceptual or 
experimental films or videos, animation films and videos. Selected filmmakers 
are expected to have produced work of exceptional quality and insight.
THEATRICAL SHORTS
Proposals are invited from filmmakers who are able to demonstrate extensive 
experience and/or outstanding achievement in 16 mm and/or 35 mm film 
production. Proposals may be for short dramatic films, documentaries, animated 
or experimental films.
APPLICATIONS
Applications should include a 1-3 page proposal outlining the idea, style, method 
of production, etc. For theatrical shorts, a first draft script would be preferred.
A detailed filmography including a brief synopsis of each film, and the 
candidate’s role in making the film is also required.
Candidates for the programs need to be Australian citizens or permanent 
residents of Australia. Equal opportunity principles will apply in assessing 
proposals.
CLOSING DATES
Applications should reach 
General Manager, Film Development 
Australian Film Commission 
GPO Box 3984 
SYDNEY NSW 2001
•  for the Documentary Films 
by Friday 24 January 1986; 
« for the Theatrical Shorts 
by Friday 28 March 1986.
For further information and guidelines please contact Sue Cooper at the 
Australian Film Commission on (02) 925 7329 or toll free 008-22-6615 or Fiona 
Verge at the Australian Bicentennial Authority on (02) 236 1988.
A u stra lia n  F ilm  C o m m issio n
FLUID
FULLY INTEGRATED CAMERA SUPPORT SYSTEMS
30 Hotham Pde, Artarmon, Sydney, 2064 
Australia. Ph: (02) 439 6377. Telex: 23655
Robbery with realism
The Great Bookie Robbery fra m es  its  v io le n c e  w ith  a 
lo w -k e y  a p p ro a c h
“ These guys know exactly how to hit some­
body,”  explains stunt co-ordinator Chris 
Anderson: “ superfast, like a commando 
team. These guys know what they're doing 
as far as violence goes.”
And indeed, the short scene that Ander­
son is referring to, with John Bach punch­
ing out, then pulling a gun on a fellow actor, 
happens so fast that it is only on the third 
rehearsal that one can make out the details 
of the action. “ You’ve got to make it a little 
bigger,”  says Anderson, “ so that the public 
can pick it up on the screen. But it’s great, 
because it gives me the chance to be more 
realistic, instead of a little bit over the top, 
like a lot of films are.”
Anderson, who is really a car specialist, is 
talking about the fights (and, indeed, the 
general approach) in PBL’s $4.2-million 
mini-series, The Great Bookie Robbery, 
which began shooting in and around 
Melbourne on 26 August, after a few estab­
lishing scenes in England (central London, 
Parkhurst Prison on the Isle of Wight), in the 
locations where the whole story actually 
started. The production is expected to wrap 
at Surfer’s Paradise just before Christmas.
' The six-hour three-parter is due to be 
delivered to the Nine Network early next 
year, ten years on from the ‘world’s largest 
successful armed hold-up’ — so the 
publicists claim — on which it is based. The 
hold-up, of the Victoria Club on 21 April 
1976, netted an estimated $1 million of 
' bookmakers’ funds — though many 
observers, noting the inevitable cloud of un­
certainty with which bookmakers surround 
their exact earnings, reckon it was a great 
deal more.
The gang which carried out the raid is un­
likely ever to be caught. But, according to 
certain sources, the police are pretty sure 
who did it, on the basis of bank deposits; 
it’s just that they can’t prove where the
money came from! And, like the Wild 
Bunch of the old west, the original gang has 
quit organised crime, because the grand 
old days of bank raids and other bits of 
armed bravado are over. To make it in the 
underworld these days, you’ve got to be in 
drugs. Being in drugs generally means 
doing deals with the police. And the older 
generation of crims involved in the Victoria 
Club raid are not about to get into bed with 
the boys in blue. That, at any rate, is the 
word that has been coming down to those 
involved in The Great Bookie Robbery.
Dealing with a true story has, of course, 
brought certain problems. “ Hopefully,” 
says Mark Joffe, one of the two directors, 
“ it’s got a realistic feel, especially since all 
the events that we portray are based on 
truth! We’ve had a lot of help from very 
good people who are more than happy to 
tell us about it, and we’ve changed a 
couple of minor things, for legal reasons. 
But every event we stage in the production 
actually happened. And, so far, our knee­
caps are still in place!”
Joffe is directing episodes one, two and 
five, with co-director Marcus Cole doing 
three, four and six. Working together has 
not caused major problems, though, 
according to Joffe. For instance, he set up 
the English shoot and Cole directed it. “ We 
had lengthy discussions about style, format 
and details of the story in February, and we 
seemed to agree on a lot of things. It’s a 
genre piece, but it’s got a hard, gritty feel, 
away from the Hollywood idea of crime 
stories.”
Falling among thieves: bottom left, John 
Bach pulls the gun on Ray Meagher. 
Bottom right, DOP Ellery Ryan, director 
Mark Joffe and stunt co-ordinator Chris 
Anderson on the Fitzroy Town Hall set o f  
The Great Bookie Robbery.
Tonight’s episode in the saga, at the end 
of week three of the shoot, is in Fitzroy 
Town Hall, standing in for Richmond Town 
Hall, where the Prisoners' Aid Society 
benefit dance and the little scuffle 
described above actually took place.
Bedecked with ribbons and balloons, 
scattered with tables bearing unappetizing 
snacks, and with a distinctly tatty-looking 
band lurking on stage, the once magnifi­
cent hall is filled with a group of adeptly cast 
extras. Even on nights out, villains still look 
like villains, despite the most deftly-cut of 
grey suits and the most traditionally ball- 
gowned of wives. There is something about 
their stance which declares that it is, at best, 
a kind of temporary time out from thieving, 
and that it could be interrupted at any 
moment. As when Bach pulls out his gun.
Very much on hand for that scene is 
armourer John Fox, who is, someone says 
conspiratorially, one of only five people in 
Australia licensed for machine guns. Dis­
appointingly, he looks more like a news­
reader than a Rambo. For him, as for 
Anderson, safety is the first concern of gun 
and stunt people. And Fox is at pains to 
establish the procedure with the gun. First, 
he snaps it open and shows the first 
assistant director that it is empty; then the 
first shows the actor; then the actor plays 
the scene. The procedure is repeated every 
time.
Joffe reckons that The Great Bookie 
Robbery is going to be something of a 
groundbreaker in the Australian mini-series 
field, because of its modern setting and its 
realistic style. The aim is entertainment, as 
with any piece of television. But the story 
must not be submerged by style. In casting, 
he and Cole were looking for faces that 
weren’t well-known, that wouldn’t become 
familiar.
“ I suppose the most obvious parallel 
people try to draw is with Money Movers,” 
says Joffe. “ But ours is different, because 
I think we concentrate more on specific 
events. When we’re in the hard areas of the 
guys planning the robbery and talking 
about it, it’s a dead environment. We avoid 
trees and greenery, and make it look almost
Great Bookie Robbery producer Ian 
Bradley.
black-and-white. It’s a very Ellery Ryan 
thing” — Ryan is the director of photo­
graphy. “ These guys are basically living in 
a dead environment. They’ve got no future: 
that’s the story.”
The Great Bookie Robbery will go into 
post-production in the New Year. Editing,. 
though, is already under way, thanks to an 
unusual post-production technique. “ It’s a 
system that we pioneered on A Fortunate 
Life,” says producer Ian Bradley. “ We 
shoot on 16 mm; and, straight from the 
neg, we do a three-quarter-inch transfer. 
Three-quarter-inch timecodes are matched 
to edge numbers through a computer. We 
don’t touch the neg until we’ve already 
done a fine cut: the three-quarter-inch is our 
work print. Having done the work print, we 
just feed the timecode back through, and 
get the edge numbers. You’ve got all the 
advantages of using film, but the speed of 
tape. We’re only about a day behind the 
shoot with our rough cuts! We’re aiming at 
a 26 April delivery, which will be exactly the 
tenth anniversary of the robbery.”  +
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Chubbie and Bill go up in a plane
T h e  L a n c a s te r  M ille r A ffa ir  is well and truly airborne
There have been quite a few ironies con­
nected with the shooting of The Lancaster 
Miller Affair, and day three of the Sydney 
shoot seems to be one of them. Having 
battled with more than usually wintry con­
ditions down in Melbourne (prompting 
director Henri Safran to tell The Herald he 
thought the city was "the pits, and you can 
quote me on that"), the company is now 
trying to do a gloomy London interior on a 
bright, glittery spring morning in Randwick. 
"As luck would have it,”  says director of 
photography Ross Berryman, “ we had 
weather like this for the first few days of the 
production as well, down in Melbourne, 
and that was supposed to be England, too! 
In fact, only about one-fifth of the story is 
actually set in this country: the rest of it is 
either the States or England or somewhere 
in between.”
At the end of the week, the company 
moves north to Newcastle and on to 
Bilgola, which is where the tropical 
sequences — including the Sahara Desert 
— are to be filmed. Today, someone has 
just come up with a friend of a friend, a 
Frenchman called Gilbert (the ‘G’ is soft, as 
in ‘Jill’), who isn’t quite sure why he is there, 
but turns out to be being looked at as a 
potential legionnaire. He takes it all fairly 
philosophically. He is, he says, a singer by 
profession. But no one asks him to sing.
The story with all these exotic locations is 
a true one, and the legionnaires don't come 
into it until 29 years after it’s over. At its 
centre, despite the planes and some com­
plicated stunt work, lies the relationship 
between an Australian divorcee. Jessie 
‘Chubbie’ Miller, and a dashing ex-RAF 
pilot called Bill Lancaster. That, says 
Safran, is the heart of the five-hour mini­
series. "It’s a love story, a very passionate 
love story. Also, it’s almost unbelievable: if 
you didn’t know it was fact, you'd say the 
writer had gone a little bit overboard.”
Recovering from her divorce, Chubbie 
sets out for England in 1927, and meets up 
with Lancaster, who is talking about making 
a pioneer London-to-Darwin flight. Fascin­
ated by both the man and the project, 
Chubbie takes both in hand. “ She raised all 
the money herself,”  says Kerry Mack, who 
plays the female lead opposite Nicholas 
Eadie’s Lancaster. “ He's been talking 
about it for years, but he never got it 
together. She came along and did it, just 
like that. She’s intelligent and cheeky and 
sneaky. And she’s strong: she’s a great 
character!
“ But, if it wasn’t for Bill Lancaster, she 
wouldn’t have got anywhere. She couldn’t
fly: she was a passenger. He may tjave 
taught her to fly on the way, but there’s no 
way that, without him, she could have done 
what she did." This is an aspect of 
Chubbie's character that Safran also 
emphasizes. “ She’s a free, adventurous 
spirit,” he says, “ far ahead of her time. But 
she’s also a passionate creature, both 
emotionally and physically, and she needs 
the adulation of men: that’s how she 
functions best. If she doesn’t have that 
adulation, she seeks it out, because she 
needs it.”
In today’s scene, however, it is not the 
adulation of men she needs: it’s the 
approval of the man’s mother, Maud Lan­
caster (played by June Salter). And that is 
not proving easy to come by. “ She’s not 
interested,” says Mack. “ She doesn’t like 
Chubbie. She thinks she’s an intruder, 
taking her darling son away. And, of 
course, in 1927, it wasn’t the done thing to 
take someone else's husband in a light 
aircraft to another country. In the end, 
though, Chubbie has a way of persuading 
people. Maud Lancaster was a very 
strange character: she formed a religious 
group called ‘The Mission of Flowers'. And 
Chubbie persuades Maud by naming the 
aircraft 'The Red Rose’. Maud thinks, 
‘Great: everyone’s going to hear about my 
little religious group!’ So she turns up at the 
airport, and we have our plane!”
Maud Lancaster’s hesitation may well 
have been justified. In the course of the 
ensuing years, Lancaster and Miller crash, 
fall in love, set off again, get to Australia, go 
broke and move to Miami, where they 
become involved in a menage à trois and a 
murder trial. In the end, Lancaster sets off 
once again, this time for Cape Town, and 
alone. He vanishes in the Sahara, and 
Chubbie is prevented by Maud and Lan­
caster's wife, Anne, from mounting a 
search. Which is where, 29 years later, 
Gilbert and his friends come in, finding Lan­
caster’s plane, his body, and the diary in 
which he records his love for Chubbie.
Like the lives and flights of Chubbie and 
Bill, The Lancaster Miller Affair has had 
its share of turbulent weather. Apart from 
the Melbourne climate and the fact that the 
Persian fort at Newcastle kept blowing 
down in the gale-force winds of early Sep­
tember, there had been the little matter of 
the dispute with Equity over the use of 
overseas artists for the roles of Lancaster 
and Haden Clarke (the third point of the 
emotional triangle, who was an American). 
The production was repeatedly delayed, 
causing producer Paul Davies “ enormous
problems” , before Eadie and Wayne Cull 
(as Clarke) were finally cast.
Everyone professes to be over all that 
now: “ all forgotten and behind me.” says 
Safran: “ it had to be.” But Kerry Mack still 
shudders when it is mentioned. “ As an 
actress,” she says, “ I was subjected to 
something I don’t think many actors have 
seen: the production side of it, with the crew 
and the director and everybody just waiting 
to see about the overseas artists. And I was 
waiting and waiting — five weeks in a Mel­
bourne hotel, before I knew who Bill Lan­
caster was going to be. And I was also 
seeing a side of Equity that I’d never seen 
before. I thought, ‘I’m paying my dues to 
you people: what are you doing to this 
industry?’ ”
Given the fairly substantial investment by 
Film Victoria — $545,000 in an initial 
budget of $4,725,000, or 11.5% — a good 
bit of the shoot (seven weeks out of a total 
of twelve) had to be in Victoria. That invest­
ment has turned out to have other benefits, 
too. Since the delays inevitably involved a 
budget hike, there is a fair chance that the 
final budget will be somewhat higher 
(though Davies and associate producer 
David Hannay are doing their best to make 
adjustments). And, at an August board 
meeting, Film Vic offered a further loan 
facility of $137,575 against overruns.
Today, however, all is going smoothly. 
The location is an impressive mansion with 
ocean views and a gaggle of hideous 
plaster statues in the garden. Inside, it is 
even worse — or better, depending on 
what you’re after: an oppressive, wood­
panelled, bric-a-brac-cluttered house that 
struck Safran as ideal for the Lancaster 
home: “ upper middle-class and slightly 
eccentric,” he explains. “ I had to find a 
house which reflected the family, and Maud 
Lancaster in particular, because he was 
very much affected by her, right through 
the story.”
“ The whole mood,” says Berryman, “ is 
not so much depressing as dark and fore­
boding. It’s a great story, but it’s a bit film 
noir, really, I suppose.” For the mini-series 
(which is due to be delivered to Channel 
Nine towards the end of January), Berry­
man is using the slightly unusual combina­
tion of 16mm and Panavision. “ It’s some­
thing new,” he says, “ and it's been very 
encouraging from our point of view, 
because it brings a whole new status to 
16mm production. It’s a complete system 
on its own, and Panavision have supplied 
us with some prime lenses — mostly 16mm 
and 25mm. There are a lot of dolly moves 
and a lot of Steadicam work, which keeps 
the whole production flowing. Being a com­
plete system, it’s been great. Panavision 
has a lot of little intricacies: Panaglow in the 
viewing system, for instance, which is great,
Chubbie among the Lancasters: above, 
Kerry Mack with Harry Hill (as Edward 
Lancaster); bottom left, alone in the 
house; bottom right, June Salter as Maud 
Lancaster.
particularly for dark interiors like today, 
because you can see your frame line. A few 
little trinkets like that just give it a bit of an 
edge.”
Over halfway through the schedule and 
just a touch ahead, the Lancaster Miller 
company does indeed seem to have got a 
bit of an edge. The difficult stuff — the 
stunts and the crashes and the big extra 
calls — are behind them. A lot of the flying 
work still has to be done, however. That will 
have to be done process, using the sea as 
a backdrop, because the stars are not 
allowed up in the plane — the only flying 
Avro Avian left in the world — for insurance 
reasons.
“ Of course,” says Mack, “ we’re allowed 
up in all those normal 727s, because every­
body's safe in those, aren't they? But light 
aircraft: Oh, no! . . .  I actually sat in that little 
plane and taxied along one day. That was 
rather exciting; but I just wanted to take off. I 
was begging Nick [Daniel], the pilot, 
‘Please take off, please . . . !' But he 
wouldn’t.” Would the real Chubbie have 
been grounded by an insurance policy? 
“ Certainly not.”
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Production round-up
Following hot on the heels of the Crawfords 
announcement of a $16.1-million package 
of features and mini-series to be produced 
over the next twelve months, The Burrowes 
Film Group and John Dixon have 
announced their involvement in a $53- 
million package that has already begun 
production and will continue for the next 
two years.
Headed by the $3.5-million feature. Cool 
Change, starring Jon Blake and Lisa 
Armytage, which is due for release in 
February, the package includes Free 
Enterprise, The Man From Snowy River 
2 Clancy of the Overflow, Backstage 
Future Tense and Ground Zero
Free Enterprise, a $6.6-million action/ 
thriller/comedy written and directed by 
John Dixon, started shooting on 30 Sep­
tember with Jon Blake, Mark Hembrow and 
Nikki Coghill starring.
Production on the Snowy River sequel 
is scheduled to start in mid-1986, while the 
$12-million portrait of the colourful Clancy is 
due for 1987.
The Burrowes Group is currently final­
izing agreements on the other three pro­
jects, which are due to commence filming 
early in 1986. Backstage is a contem­
porary comedy/drama to star songstress 
Laura Branigan. Richard Lowenstein will 
direct Future Tense, and the political 
thriller Ground Zero, written by Jan Sardi 
and Mac Gudgeon, will be produced and 
directed by Michael Pattinson.
On the other side of Melbourne, the 
Crawfords productions roll on. While post­
production continues on the feature, I Live 
With Me Dad, shooting on the mini­
series, The Far Country, pairing Sigrid 
Thornton and Michael York, is due to end 
in November. Production on the next mini­
series in the package, Whose Baby?, 
directed by Ian Barry with a cast headed by 
Angela Punch-McGregor, Drew Forsythe 
and Robyn Gibbs, started on 14 October 
and is due to be completed just before 
Christmas.
On the feature production front, Young 
Einstein, co-written, directed, co-produced 
by and starring Yahoo Serious , started 
on 23 September and is expected to 
continue to mid-November.
The ten-week shoot on Yarraman’s The 
Right Hand Man began on 9 October. 
Adapted from the novel by Katherine 
Peyton, the film is set in rural New South 
Wales in the 1860s. It stars Rupert Everett, 
Hugo Weaving and Arthur Dignam, and is 
directed by Di Drew.
In Melbourne, shooting on Dofine’s 
Cactus, starring Isabelle Huppert and 
directed by Paul Cox, is scheduled for com­
pletion early in November. The long- 
awaited adaptation of D.H. Lawrence’s
novel, Kangaroo, got rolling on 21 Octo­
ber, with principal photography to continue 
to 14 December. Leading the cast are Colin 
Friels, fresh from Malcolm, and Judy 
Davis.
Another project that has been in the pipe­
line for some time Is also advancing closer 
to production, also with a husband-and-wife 
duo sharing the leads. Laughing Kooka­
burra’s The Umbrella Woman, with pro­
ducers Jan Sharp and Julia Overton and 
director Ken Cameron, will star Bryan 
Brown and Rachel Ward, and is due for 
release late in 1986.
Production of the much-publicized 
Crocodile Dundee, starring buoyant 
tourism ambassador Paul Hogan, was 
completed on 11 October; The Fringe 
Dwellers, directed by Bruce Beresford 
also completed shooting; and PBL’s first 
feature, The Trailblazer, is due to complete 
production on 14 November.
In Sydney, shooting on the latest adapta­
tion of a Peter Carey story — Dead-End 
Drive-In adapted from the short story, 
Crabs —- finished on 31 October. Shot in 
Sydney's southern suburbs and directed 
by Brian Trenchard-Smith, the film is 
reported to showcase some of the most 
sophisticated stunts — co-ordinated by Guy 
Norris — yet performed in the Australian 
cinema. Co-produced by Andrew Williams 
and Damien Parer and made with the 
assistance of the New South Wales Film 
Corporation, the film stars Ned Manning 
and newcomer Natalie McCurry.
Also moving into post-production is Film- 
side’s Australian Dream, which finished 
shooting on 20 September. Funded with 
assistance from the Queensland Film Cor­
poration and the Australian Film Commis­
sion, the contemporary comedy is written, 
directed and co-produced by Jacki Mc- 
Kimmie. Starring as the middle-class couple 
embroiled in the Intrigues of suburban Bris­
bane life are Graeme Blundell as Geoffrey 
‘Butcher of the Year’ Stubbs and Noni 
Hazlehurst as his bored but highly imagina­
tive wife, Dorothy.
Still in post-production is the $1-million 
Malcolm, an off-beat comedy with Colin 
Friels in the title role as a mechanically 
ingenious but naive Tramways Board 
employee. Scott Murray’s newly titled Devil 
in the Flesh is close to completion and 
The Big Hurt, directed and co-written by 
Barry Peak moved into post-production, 
with a new project by the same team, The 
Cricketer, on the horizon.
The 20-week shoot on Simpson Le 
Mesurier’s $5 million mini-series, Sword of 
Honour, completed principal photography
Below: John Jarratt and Noni Hazlehurst 
in the midst o f an Australian Dream.
on 18 October. Second unit then moved to 
Port Macquarie from 14-18 October and 
Thailand from 25-30 October.
Co-directed by Pino Amenta and 
Catherine Millar, the eight-hour mini-series 
examines the divisions in Australian society 
caused by the Vietnam War. Spanning the 
years from 1965 to 1980, it traces the 
attempts by anti-war activist, Esse Rogers 
(Tracy Mann) to locate her childhood 
sweetheart, Tony Lawrence (Andrew 
Clarke), who led a platoon during the war. 
Spurred on by her desire to research a 
book on war veterans, Esse travels as far as 
Asia to locate the man who once won 
Duntroon’s highest military award, the 
Sword of Honour, that gives the series its
Above, top: co-director Pino Amenta and 
Doug Bowles prepare fo r  battle on Sword 
o f Honour and below, the Karboys from  
Dead-End Drive-In.
title. The story spans three generations of 
the history of the rural Lawrence family, 
taking in farmers, soldiers and a trio of 
resolute women.
Elsewhere in television production, PBL 
wrapped Double Sculls and The Body 
Business, and Roadshow, Coote and 
Carroll completed Archer. Grundy’s 
Neighbours moved to the Ten Network 
and A Quest For Healing, Shout — The 
Story of Johnny O’Keefe and Land of 
Hope moved into post-production. +
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FEATURES
PRE-PRODUCTION
AROUND THE WORLD IN 80 WAYS
Prod, company...........
Producers...................
Director.......................
Scriptwriters...............
Photography...............
Sound recordist..........
Editor............................
Prod, designer............
Prod, manager...........
Unit manager.............
Prod, secretary..........
Prod. Accountant......
1 st asst director..........
2 nd asst director........
3rd asst director.........
Continuity...................
Producer’s assistant/
secretary.................
Extras casting............
..................Palm Beach
Entertainment Pty Ltd
.................David Elfick,
Steve Knapman
........Stephen Maclean
.......Stephen Maclean,
Paul Leadon
................... Louis Irving
.................. Paul Brincat
........ Marc Van Buuren
...................Lissa Coote
....... Catherine Phillips
Knapman
...........Deborah Cooke
............Perry Stapleton
.........Robina Osborne,
Moneypenny Services
........................Ian Page
............Henry Osborne
...........Elizabeth Lovell
............ Jackie Sullivan
...........Basia Plachecki
...............Christine King
Lighting cameraman ..
Camera operator.........
Focus puller.................
Clapper/loader............
Key grip........................
Asst grip.......................
2 nd unit photography. 
Front projection
photography............
G affer............................
Best boy........................
Electrician.....................
Boom operator............
Art dept runner............
Draughtsperson..........
Costume designer......
Make-up.......................
Hairdresser..................
Standby wardrobe......
Ward, buyer.................
Wardrobe assistant....
Props.............................
Props buyer..................
Standby props.............
Special effects.............
Construction manager
Scenic artist.................
Signwriter......................
Carpenters...................
..................Louis Irving
..................Louis Irving
..................Derry Fields
............Sally Eccleston
................Terry Jacklin
Rourke Crawford-Flett 
............Andrew Lesnie
.................. Ken Arlidge
..................RegGarside
.................Craig Bryant
........................ Gary Hill
............... Paul Gleeson
........Rowan McKenzie
.............. Caroline Polin
.....Clarrissa Patterson
.........Violette Fontaine
...........Yvonne Savage
............Barbra Zussino
..............Rosalea Hood
.....Philomena Murphy
.....................Sue Hoyle
................David McKay
................. Igor Lazareff
..........Reece Robinson
...............Alan Fleming
................Ned McCann
............David Tuckwell
...........Daniel Flowers,
Roland Gewin, 
Geoffrey Leo Howe, 
Peter Longley, 
Christopher Norman, 
David Scott, 
Marcus Smith, 
David Stenning, 
Andrew Tickner, 
Maxwell Worrall
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Props maker......................................Kim Hilder
Asst editor.................................. Vicki Ambrose
Dialogue editor............................................Karin Whittington
Editing assistants.............Philippa Gallagher,
Phil Dickson
Sound supervisor......................................Roger Savage
Stunts co-ordinator...........................Bob Hicks
Still photography........................William Yang
Security.....................................Gary Nicholson
Runner.........................................................Maria Phillips
Catering.......................................................Kevin Varnes
Mixed a t ..............................................Soundfirm
Laboratory............................................ Colorfilm
Lab. liaison.............................................. Richard Piorkowski
Budget...........................................$2.25 million
Length................................................90 minutes
Gauge........................................................ 35 mm
Shooting stock.......................................... Kodak
Cast: Philip Quast (Wally), Diana Davidson 
(Mavis), Allan Penney (Roly), Kelly Kingwall 
(Eddie), Gosia Dobrowolska (Ophelia), Rob 
Steele (Moffatt), Judith Fisher (Lotte), Jane 
Markey (Midge), John Howard (Dr Proctor). 
Synopsis: Mavis Davis is off around the 
world on a fast motion package trip. When 
Dad finds out she has been joined by their 
hated next door neighbour Alec Moffatt, long 
dead passions begin to stir. Dad decides to 
chase her around the world — one problem, 
no money. So his sons Eddie and Wally 
assisted by the beautiful nurse Ophelia Cox, 
fabricate a convincing world trip — in his 
own backyard!
AVENGERS OF THE CHINA SEAS
Prod, company...................... Nilsen Premiere
Producer........................................................Tom Broadbridge
Director....................... Brian Trenchard-Smith
Scriptwriter...............................................Patrick Edgeworth
Based on the original idea
b y........................................................... Patrick Edgeworth
Editor...................................................Alan Lake
Producer’s assistant............Virginia Bernard
Laboratory............................................Colorfilm
Budget.............................................. $4.6 million
Length......................................................94 mins
G auge.............................. 35 mm anamorphic
Synopsis:A contemporary action-adventure 
story set on the South China Sea.
BACKLASH
Prod, company....................... Mermaid Beach
Productions Pty Ltd
Producer...........................................................Bill Bennett
Director............................................................Bill Bennett
Scriptwriter......................................................Bill Bennett
Based on the original idea
by...................................................................Bill Bennett
Photography................................................Tony Wilson
Sound recordist............................................ Leo Sullivan
Editor..........................................Denise Hunter
Composer........................... Michael Atkinson
Unit manager..................... Deborah Samuels
Prod, accountant.............G & S Management
Services
Camera assistant..........................Derry Fields
Mixer...........................................Brett Robinson
Mixed a t .....................................Sound on Film
Laboratory................................. Atlab Australia
Lab. liaison...........................Bruce Williamson
Length................................................94 minutes
Cast: Peter Kowitz (Terry), Gia Carides
(Jen).
Synopsis: Backlash is a story about a 
policeman and a policewoman escorting an 
aboriginal woman charged with murder from 
Sydney to Bourke.
THE BEE-EATER
(working title)
Prod, company..........Daedalus Films Pty Ltd
Producer..................................................... Hilary Furlong
Director....................................................George Ogilvie
Scriptwriter................................................ Hilary Furlong
Based on the unpublished
short story b y ................................ Jane Hyde
Budget...............................................$2,478,561
Cast: John Hargreaves (Neil McAdam). 
Synopsis: A bitter-sweet comedy about love, 
sex and growing up in the sixties.
BLOWING HOT AND COLD
Prod, company...........................Celsius Prods
Producer...................................................... Basil Appleby
Director........................Brian Trenchard Smith
Scriptwriters.........................Rosa Colosimo,
Reg McLean
Script editor......................... Everett De Roche
Exec, producers........................................... Reg McLean,
Rosa Colosimo 
Cast: Giancarlo Giannini (Nino), Arkie 
Whiteley (Sally).
Synopsis: The story of a friendship between 
two men who struggle to conquer differences 
of culture, temperament and values in order 
to survive the dangers of their adventures 
and achieve their goal. The action moves 
from the vast expanses of the Australian 
desert to the peaks of treacherous, snow­
capped mountain ranges.
THE CRICKETER
Prod, company.......................................Monroe Stahr
Productions Ltd.
Producer...................................................... Chris Kiely
Director........................................................Barry Peak
Based on the original idea
b y ..............................................................Barry Peak
Photography...................... Malcolm Richards
Exec, producer..........................................Phillip Dwyer
Prod, supervisor.....................Michael Quinlan
Prod, manager................................... Ray Pond
Prod, accountant......................................Maree Mayall
Casting............................................................. Ian McWha
Budget................................................. $690,000
Gauge............................................ Super 16 mm
Synopsis: There’s a stranger in town whose 
skill with a cricket bat is almost unnatural. .  . 
he's gotta have a secret.
DARK AGE
Prod, company............ Argosy Films Pty. Ltd.
for International Film Management Ltd.
Dist. company....................RKO Pictures Inc.
through Embassy Home Entertainment
Producers............................... Stephen Cross,
Geoffrey Gardiner
Director....................................Stephen Cross
Scriptwriters............................ Tony Morphett,
Sonia Borg, 
Stephen Cross
Based on the novel by..........Grahame Webb
Exec, producers............. ..Antony I. Ginnane,
William Gavin
Laboratory............................................ Colorfilm
Budget...............................................$4,808,232
Length..................................................... 95 mins
Gauge........................................................35 mm
Shooting stock..................................... Eastman
Scheduled release................ December 1986
Synopsis: A huge rogue crocodile terrorises 
the inhabitants of Darwin.
THE DISTANCE
(formerly Daisy)
Prod, company...........Argus Motion Pictures
Producers......................................Hugh Kitson,
Colin Borgonon
Director............................... Richard McCarthy
Scriptwriter........................................... Anthony Wheeler
Based on the original idea
by....................................... Anthony Wheeler
Prod, designer......................... Phil Monaghan
Composer.......................................................Ken Walther
Line producer..............................................Basil Appleby
Prod, manager............................... Pam Borain
Prod, secretary....................................... Maggie Hegarty
Prod, accountant.......Moneypenny Services,
Marie Brown
Budget.............................................$2.4 million
Length...................................................100 mins
Gauge........................................................35 mm
Cast: Michael York (Simon Etherton), Pat 
Evison (Daisy).
Synopsis: A kind of love story that explores 
human need in circumstances that are 
sometimes hilarious and sometimes tragic. 
Simon Etherton, a well groomed English­
man, on the run from a domestic tragedy 
meets Daisy, an earthy old bushwoman im­
prisoned by her environment — the pitiless 
outback. Their relationship is tentative at first 
and develops into a moving climax.
DOT AND THE TREE
Prod, company........................................ Yoram Gross
Film Studio Pty. Ltd.
Producer...................................................Yoram Gross
Director......................................................Yoram Gross
Scriptwriter.................................................. Greg Flynn
Animation director.....................................Athol Henry
Assoc, producer.................................... Sandra Gross
L ngth..................................................... 75 mins
Gauge.......................................................35 mm
Sy opsis: Dot and Old Tom, the violin- 
maker, find the spread of a big city threatens 
their lifestyles.
DOT IN CONCERT
Prod, company........................................ Yoram Gross
Film Studio Pty. Ltd.
Producer...................................................Yoram Gross
Director..................................................... Yoram Gross
Scriptwriter.................................. John Palmer
Assoc, producer.....................................Sandra Gross
Length.....................................................75 mins
Gauge...................................................... 35 mm
Synopsis: Dot and her friends team up for a 
musical special which features a “ live” star 
performer.
FIRESTORM
Prod, company.................................De Roche-
Phelan Film Prods
Producer.......................................................Tom Burstall
Director................................Everett De Roche
Scriptwriter..........................Everett De Roche
Based on the original idea
by.................................................. Max Phelan
Photography..............................................David Connell
Sound recordist.......................................... Gary Wilkins
Editor................................................ Adrian Carr
Prod, designer.......................................... Leslie Binns
Composer............................... Bruce Rowland
Exec, producer.............................................Max Phelan
Assoc, producer.................. Brian D. Burgess
Prod, manager........................................... John Chase
Prod, co-ordinators............... Meredyth Judd,
Jenny Tosi
Casting............................................................Lee Larner
Extras’ casting................................................ Jo Larner
Art director..................................... Leslie Binns
Make-up.................................. Fiona Campbell
Special effects............................................Chris Murray
W rdrobe.....................................................Jane Hyland
Scenic artist.............................................Robert Mancini
Musical director...................... Bruce Rowland
Sound editor............................Terry Rodman
Still photography............................Sterio Stills
(David and Lorelei Simmonds)
Publicity................................ Burson-Marsteller
Budget...............................................................$5 million
Length...................................................120 mins
G auge............................... 35 mm anamorphic
Cast: Gus Mercurio (Ugo Mariotti). 
Synopsis: The story of a man’s rise to 
leadership in an emergency, when a 
Dunkirk-style evacuation is used to rescue 
thousands of holiday-makers from a bushfire 
on the Mornington Peninsula.
FRENCHMAN’S FARM
Prod, company.......................................... Mavis Bramston
Productions Ltd.
Producers.................................................James Fishburn,
Matt White
Director................................................Ron Way
Scriptwriter................................................. Keith Dewhurst
Based on the original screenplay
by........................................... William Russell
Photography..............................Ron Johanson
Composer.................................. Tommy Tycho
Exec, producer....................................... Colson Worner
Art director................................................. Phillip Warner
Budget........................................... $2.47 million
Length......................................................95 mins
Gauge..................................35 mm Panavision
Synopsis: Jackie knew that she had 
witnessed a murder down on the farm; the 
others were not so sure. But when they 
opened that Pandora’s box, the con­
sequences were horrific for everyone.
PRODUCERS
Help us make this Production 
Survey as complete as poss­
ible. If you have something 
which is about to go into pre­
production, let us know and we 
will make sure it is included. 
Call Debi Enker on (03) 
329 5983, or write to her at 
Cinema Papers, 644 Victoria 
S treet, North M elbourne, 
Victoria 3051.
GREAT EXPECTATIONS — THE 
AUSTRALIAN STORY
Prod, company.................... International Film
Management Ltd.
Dist. company..................................... ABC TV/
Hemdale Leisure Corporation
Producers.................................... Tom Burstall,
Ray Alehin
Director...........................................................Tim Burstall
Scriptwriter....................................................Tim Burstall
Based on the original idea
by................................................................Tom Burstall
Exec, producers................Antony I. Ginnane,
Christopher Muir
Assoc, producer.................... Sigrid Thornton
Studios................................... ABC TV Studios
at French’s Forest
Laboratory............................................Colorfilm
Budget.............................................. $5,970,077
Length................................................... 90 mins
and 6  x 60 mins mini-series
Gauge........................................................35 mm
Shooting stock.....................................Eastman
Scheduled release........................... December 1986
Cast: John Stanton (Magwitch), Sigrid
Thornton (Bridget).
Synopsis: The adventures of Magwitch, the 
convict hero of Charles Dickens's immortal 
classic, in Australia.
PANDEMONIUM
Prod, company............K.F.M. Pandemonium
Pty. Ltd.
Producer................................................... Robert Francis
Director..................................................... Haydn Keenan
Scriptwriters.................................Peter Gailey,
Haydn Keenan
Photography........................David Sanderson
Sound & music director.........Cameron Allan
Editor..................................................Paul Healy
Budget................................................. $600,000
Cast: Amanda Dole, Candy Raymond, Ian 
Nimmo, David Argue, Richard Moir, Mercia 
Deane-Johns, Henk Johannes, David 
Bracks.
Synopsis: A pagan passion play set under 
and on the shores of Bondi beach, with bulk 
ratbaggery and meaning.
THE ROBOT STORY
Prod, company........................................ Yoram Gross
Film Studio Pty. Ltd.
Producer...................................................Yoram Gross
Director..................................................... Yoram Gross
Scriptwriter.................................................. Greg Flynn
Assoc, producer.....................................Sandra Gross
L ngth..................................................... 75 mins
Gauge........................................................35 mm
Synopsis: Set in the future, the film involves 
a group of young people and robots who use 
both primitive and high-tech equipment to 
survive.
SHAME
Prod, company......................Barron Films Ltd
Director.........................................Steve Jodrell
Scriptwriters................Beverley Blankenship,
Michael Brindley
Exec, producers..........................Paul Barron,
UAA
Synopsis: A female lawyer inadvertently dis­
covers the brutal background to an attack on 
a young girl in an Australian outback town. 
Spectacular stunts punctuate this powerful, 
dramatic contemporary story.
SOMETHING GREAT
Prod, company.......................Boulevard Films
Director....................................Jonathan Hardy
Scriptwriters.............................Frank Howson,
Jonathan Hardy
Exec, producers......................Frank Howson,
Peter Boyle
Prod, accountant...........................Newell Lock
Budget.............................................$5.5 million
Length...................................................120 mins
Synopsis: The true story of the trials and 
triumphs of Australia’s golden boy of boxing 
who fell from grace as a result of World War 
i’s conscription hysteria and was resurrected 
as a hero, when he died in Memphis, lonely, 
bewildered and reviled at the age of 2 1 .
TERRA AUSTRALIS
Prod, company........................................ Yoram Gross
Film Studio
Producer...................................................Yoram Gross
Director..................................................... Yoram Gross
Scriptwriters................................................Greg Flynn,
Yoram Gross
Photography..........................Graham Sharpe
Director of
model design.....................................Norman Yeend
Consultant zoologist....................Dr M. Archer
Length..................................................... 80 mins
Gauge........................................................35 mm
Synopsis: Based on scientific findings, the 
film is set in prehistoric Australia.
UMBRELLA WOMAN
Prod, company............ Laughing Kookaburra
Productions
Dist. company.................... Atlantic Releasing
Corporation
Producers.......................................................Jan Sharp,
Julia Overton
Director........................................Ken Cameron
Scriptwriter..................................................Peter Kenna
Based on the original idea
b y ..............................................................Peter Kenna
Photography............................... David Gribble
Editor..................................................John Scott
Prod, designer.........................Sally Campbell
Composer.................................Cameron Allan
Budget........................................................... $3.5 million
Length.......................................... 100 minutes
Gauge........................................................35 mm
Cast: Rachel Ward (Marge Hills), Bryan 
Brown (Sonny Hills), Sam Neill (Neville 
Gifford), Steven Vidier (Sugar).
Synopsis: The film tells the story of a woman 
who breaks with convention and defies the 
taboos of an era in the pursuit of self-know­
ledge and sexual fulfilment.
PRODUCTION
DOT AND THE BUNYIP
Prod, company............................Yoram Gross
Film Studio Pty Ltd
Dist. company...........................Cori Films Inc.
Producer....................................... Yoram Gross
Director..........................................Yoram Gross
Scriptwriter........................................Greg Flynn
Director of photography.......... Graham Sharp
Director of animation..............Jacques Muller
Assoc, producer.........................Sandra Gross
Prod, co-ordinator........................................Meg Rowed
Prod, manager......................... Jeanette Toms
Administration.............................................Joan Brown
Prod, accountants................Libay de la Cruz,
Peat Marwick Mitchell & Co.
Photography.............................Ricky Vergara,
Erik Bierens, 
Graham Binding
Animators.............................................Jacques Muller,
Athol Hem7 , 
Brenda McKie, 
Wal Louge, 
Nick Harding, 
John Burge, 
Stan Walker, 
Andrew Szemenyei, 
Paul McAdam, 
Rowen Smith, 
Bela Szeman
In-betweeners.................................Paul Baker,
Steve Becker, 
Lu Rou, 
Vicky Robinson, 
Maria Haren, 
Domingo Rivera, 
Jan Stephen, 
Judy Howieson, 
Murray Griffin, 
Joanna Fryer, 
Greg Farrugia, 
Hanka Bilyk, 
Roland Chat, 
Clare Lyonette, 
Kathie O ’Rourke, 
Paul Stilbai 
Peter McDonald
Layout artists..........................Nobuko Yuasa,
Brenda McKie, 
Jacques Muller
Painting & tracing...................Robyn Drayton,
Mimi Intal, 
Corallee Munro, 
Joseph Cabatuan, 
Paulette Martin, 
Annamaria Dimmers
Backgrounds..................................Amber Ellis,
Sheila Christofides, 
Barry Dean
Special fx painting.................. Jeanette Toms
Graphics.............................................Eric David
Asst editor.................................... Stella Sawas
2nd asst editor......................... Stephen Hayes
Publicity.............................. Helena Wakefield,
International Media Marketing Pty Ltd
Laboratory........................................... Colorfilm
Length...............................................75 minutes
Gauge........................................................35 mm
Character voices: Robyn Moore, Keith 
Scott.
Synopsis: A circus owner attempts to 
capture a mysterious Bunyip, but Dot and 
her bushland friends attempt to foil his plans. 
Dot soon discovers that the circus is merely 
a front for an international wildlife smuggling 
operation.
DOT AND THE WHALE
Prod, company............................Yoram Gross
Film Studio Pty. Ltd.
Dist. company............................Cori Films Inc.
Producer....................................... Yoram Gross
Director..................................................... Yoram Gross
Scriptwriter....................................John Palmer
Based on the original idea
by........................................................... Yoram Gross
Photography..........................Graham Sharpe
Director of animation.................Ray Nowland
Assoc, producer.........................Sandra Gross
Prod, co-ordinator........................................Meg Rowed
Prod, manager............................................Vicki Joyce
Prod, accountants................Libay de la Cruz,
Peat Marwick Mitchell & Co.
Administration.............................................Joan Brown
Photography............................ Ricky Vergara,
Erik Bierens, 
Graham Binding
Animators......................................................Wal Louge,
Nick Harding, 
John Burge, 
Stan Walker, 
Ariel Ferrari, 
Paul McAdam, 
Andrew Szemenyei, 
Bela Szeman, 
Rowen Smith, 
Gairden Cook
In-betweeners.................................Paul Baker,
Steve Becker, 
Clare Lyonette, 
Kathie O'Rourke, 
Lu Rou, 
Vicky Robinson, 
Maria Haren, 
Domingo Rivera, 
Jan Stephen, 
Judy Howieson, 
Murray Griffen, 
Joanna Fryer, 
Greg Farrugia, 
Hanka Bilyk
Layout artists.............................. Ray Nowland,
Nobuko Yuasa
Painting & tracing...................Robyn Drayton,
Mimi Intal, 
Corallee Munro, 
Joseph Cabatuan, 
Paulette Martin, 
Annamaria Dimmers
Backgrounds................................. Amber Ellis,
Sheila Christofides, 
Barry Dean
Special fx
painting......Christiane Van der Casseyen,
' Jeanette Toms
Graphics.............................................Eric David
Asst editor.................................... Stella Savvas
2nd asst editor.........................Stephen Hayes
Publicity...........................Helena Wakefield —
International Media Marketing Pty. Ltd.
Laboratory............................................Colorfilm
Length..................................................... 75 mins
Gauge........................................................35 mm
Cast: Character voices: Robyn Moore, Keith 
Scott.
Synopsis: In a desperate bid to rescue a 
whale stranded on a beach, Dot and 
Neptune the dolphin hunt the ocean depths 
searching for a wise, old octopus called The 
Oracle who knows how to save whales.
4ZZZ-FM: THE MOVIE
Prod, company....................... Johnny La Rue
Enterprises
Dist. company............. Creative Broadcasters
Producer....................................Johnny La Rue
Director......................................Johnny La Rue
Scriptwriter................................Johnny La Rue
Based on the original idea
b y ................................................................. Jim Beatson
Photography................................................Allan Ward,
Liz Willis
Sound recordist............................................Paul Scott
Editor..........................................Johnny La Rue
Prod, designer..............................David James
Composer.................................. Cynthia Irvine
Exec, producer..........................Linda Carolli
Assoc, producer..................Clifford Clawback
Prod, supervisor......................................... John Stanwell
Prod, co-ordinator...........................................Jo Forsythe
Prod, manager..........................Liz Armstrong
Unit manager...........................Johnny La Rue
Prod, secretary.......................... Danielle Bond
Prod, accountant........................................ Buck Samrai
Prod, assistant................................Geoff Kelly
1st asst director.............................. Bo St. John
2nd asst director....................................... Martin Fraser
3rd asst director..........................................Anne Jones
2nd unit director..................Helen Hambling
Continuity....................................Neville Cohen
Script assistant.........................Allan Peterson
Producer’s assistant...............Fiona McLeod
Casting........................................................ Denis Reinhardt
Casting consultants ...Creative Broadcasters
Lighting camerawoman...........Debra Beattie
Camera operator...................... Mark Bracken
Focus puller............................................ Michael Finucane
Clapper/loader.........................................Penny Glass
Camera assistant....................................... Allan Ward
Key grip......................................Johnny La Rue
Asst grip.....................................Johnny La Rue
2nd unit photography................. Julie Goodall
Special fx photography..............John Travers
Gaffer...............................................................Lee Biolus
Electrician.............................................Mother’s Lightworks
Boom operator...................................Bill Reiner
Art director................................. Forgan Smith
Asst art director......................... Ian Nicholson
Make-up...............................................F. Sharp
Hairdresser..............................................Murray Alexander
Wardrobe...........................................St. Vinnies
Props............................................. 4ZZZ Studios
Props buyer.............................................Russell Williams
Standby props.............................................. Tim Gruchy
Special effects..............................John Travers
Choreography................................ Deb Corbett
Set decorator..........................................Michael Barnett
Carpenter....................................................Kevin Hayes
Set construction..........................................Allan Langdon
Asst editor..........................................David Pyle
Neg. matching............................................Doug Marx
No. of shots..................................................2416
Musical director..............................................Bill Reiner
Music performed
b y ..............................Local Brisbane bands
Sound editor.............................................. Denis McDermott
Editing assistant.........................................David Cook
Mixer............................................................. Tony Biggs
Asst m ixer...............................................Hayden Thompson
Stunts co-ordinator...................................Steve Stockwell
Stunts.......................................................... 4777 Collective
Narrator.........................................................John Woods
Still photography.................................... Nathan Frase
Animation.................................. Johnny La Rue
Opticals........................................................ Jane Grigg
Title designer................................................Earl
Dialogue coach......................................... Helen Hambling
Tech, adviser..............................................Carol Ferrier
Wrangler............................................. John Grif
Mechanic.....................................................Doug McCailum
Best boy..................................................Stephen McKerras
Runner............................................................ Jim Beatson
Publicity......................Lifestyle Enhancement
Unit publicist.............................................. Frank Knight
Catering.................................................. Trisha’s
Studios........................ Creative Broadcasters
Mixed a t...............................4Z22-FM: Studio II
Budget....................................................... $4,500
Length................................................................45 minutes
G auge....................Super 8 , for video release
Shooting stock..........................................Kodak
Cast: Jim Beatson, Helen Hambling, Stuart 
Matchette, Frank Knight, Danielle Bond, 
Julie Goodall, Anne Jones, Johnny La Rue, 
John Woods, David Aberdeen.
Synopsis: Australia’s most successful
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public broadcaster, 4ZZZ-FM, ten years on. 
Who are they? Why are they doing it, and to 
whom? A documentary exploring the past 
and future of public broadcasting in Queens­
land.
THE FRINGE DWELLERS
Prod, company.......................Fringe Dwellers
Productions Pty Ltd 
Producers.............................. Bruce Beresford.
Sue Milliken
Director....................................................... Bruce Beresford
Scriptwriter.................................................Bruce Beresford
Based on the novel b y ................... Nene Gare
Photography................................................. Don McAlpine
Sound recordist......................... Max Bowring
Editor............................................ Tim Wellborn
Prod, designer....................................... Herbert Pinter
Exec, producer......................................Damien Nolan
Prod, co-ordinator..............Rosemary Probyn
Prod, manager.............................Helen Watts
Unit manager................................................ Phil Urquhart
Director's asst....................................Katherine Shaw
Prod, accountant.......................................Anne Galt,
Moneypenny Services
Prod assistant runner...... Sandy Hoffensetz
1st asst director...........................................Mark Egerton
2nd asst director .....Carolynne Cunningham
Continuity......................................................... Jo Weeks
Extras casting............................................. Kate Ingham
Focus puller................................Warwick Field
Clapper/loader............................................Chris Cole
Key grip.......................................................... Phil Shapiera
Asst grip...................................................Mitchell Logan
Gaffer........................................................Robbie Young
Boom operator.............................................. Eric Briggs
Art director....................................Stewart Way
Make-up........................................Viv Mepham
Asst make-up.......................................Georgina Bush
Wardrobe......................................................Kerri Barnett
Ward, assistant........................................ Judith Parker
Props buyer..............................Helen Macaskill
Standby props ........................Louise Carrigan
Carpenter.....................................................Dave Thomson
Construction manager.......................... Wilfred Flint
Sound editor...............................................Penn Robinson
Editing assistant....................................Jeanlne Chialvo
Still photography............... Robert McFarlane
Best boy.....................................................Laurie Fish
Runner..........................................................Mark Bishop
Catering.......................................................John Faithfull
Laboratory............................................Colorfilm
Gauge........................................................35 mm
Shooting stock..........................................Kodak
Cast: Kristina Nehm (Trilby), Justine 
Saunders (Mollie), Bob Mazza (Joe), Ernie 
Dingo (Phil), Kylie Belling (Noonah), Kath 
Walker (Eva), Dennis Walker (Bartie). 
Synopsis: A contemporary film about an 
Aboriginal family.
KANGAROO
Prod, company.........................................Naked Country
Productions Ltd
Dist. company............Filmways Australasian
Distributors Pty Ltd
Producer...................................................... Ross Dimsey
Director............................................Tim Burstall
Scriptwriter.....................................Evan Jones
Based on the novel b y .............D.H. Lawrence
Photography................................................. Dan Burstall
Sound recordist................................Paul Clark
Editor.......................Edward McQueen Mason
Prod, designer...........................................Tracy Watt
Exec, producer.......................Introndie Pty Ltd
Prod, co-ordinator.................................. Jennie Crowley
Prod, manager.............................Darryl Sheen
Location manager.......................Neil McCart
Unit manager..................... Michael Batchelor
Prod, office runner................................Melissa Wiltshire
Prod, accountant...........................................Jim Hajicosta
Secretary...........................................Helen Rift
1st asst director........................................Stuart Freeman
2 nd asst director...................................Stephen Saks
3rd asst director.............................................Ian Freeman
Continuity.................................................... Judy Whitehead
Assistant to the producer.............Kiki Dimsey
Casting.........................................................Greg Apps
Focus puller................................................Harry Glynatsis
Clapper/loader............................................Greg Harrington
Key grip........................................................ Greg Wallace
2nd grip....................................................Richard Allardise
G affer............................................................... Ian Dewhurst
Electrician.......................................Nick Payne
Boom operator................... Stephen Haggerty
Art dept manager........................... Robert Leo
Costume designer.......................... Terry Ryan
Make-up............................................. Joan Hills
Hairdresser.................................................. Paul Pattison
Wardrobe supervisor..............................James Watson
Head cutter................................................Sheryl Pilkinton
Cutter/machinist..........................................Kate Wilson
Standby wardrobe.............Lucinda McGuigan
Props buyer...............................................Phillip Eagles
Standby props.............................................John Stabb
Set dresser.......................................................Jill Eden
Carpenter................................................... Peter Hern
Construction manager............Gerry Powderly
Stunt co-ordinator.......................................Glen Boswell
Still photography..................................Vladimir Osherov
Wrangler...........................................John Baird
Best boy............................................Lex Martin
Runner.......................................Michael Rumpf
Catering.................................... Wolfgang Graf
Studios.............................HSV Channel Seven
Nurse...................................................... Victoria Sullivan
Laboratory.............................................Cinevex
Lab. liaison................................................. Bruce Braun
Budget........................................................... $3.3 million
Length............;............................... 120 minutes
Gauge............ i.................. 35 mm anamorphic
Shooting stock............................Eastmancolor
Cast: Colin Friels (Somers), Judy Davis 
(Harriet),. John Walton (Jack), Julie Nihill 
(Vicki), Hugh Keays-Byrne (Kangaroo), Peter 
Hehir (Jaz), Gerard Kennedy (Struthers). 
Synopsis: Richard and Harriet Somers 
leave exhausted post-war Europe for a new 
and freer world. In Australia they meet and 
become involved with Kangaroo, the awe­
some leader of a political group called the 
Diggers. The consequences are disastrous. 
Based on the novel by D.H. Lawrence in 
which Lawrence explores his political past 
and the sources of power in individuals, 
marriage and society as a whole.
MY COUNTRY
Prod, company........ Warhead Films Pty. Ltd.
Producers..................................................Angus Caffrey,
Ali Kayn
Director.......................................Angus Caffrey
Scriptwriters.............................................Angus Caffrey,
Ali Kayn
Photography.................................................. Ray Boseley
Sound recordist.......................................... Peter Falk
Editor....................................Clayton Jacobsen
Prod, manager................................................Ali Kayn
1 st asst director...........................................Paul Caffrey
Casting..............................................John Flaus
Camera assistant.................................. Jo Bell
Key grip....................................................Michael Roof
Sound editor.................................................. Ray Boseley
Laboratory...............................................V.F.L.
Budget..................................................$325,000
Gauge.......................................................16 mm
Shooting stock.............. Kodak Eastmancolor
Cast: John Flaus (Danby), Susanna Lobez 
(Angela), Lee Harding (The Surgeon). 
Synopsis: The true story of the discovery of 
Australia. Sort of.
RACING
Prod, company................. Australian Institute
of Aboriginal Studies
Directors......... David and Judith MacDougall
Director of photography....David MacDougall
Sound recordist................Judith MacDougall
Editor........................................Chris Cordeaux
Composed and
performed b y ......................................... Harry Williams
and The Country Outcasts
Prod, assistant.........................................Norma Briscoe
Neg. cutting..........Negative Cutting Services
Mixed at.................................................. Hendon Studios,
Tim Curry
Laboratory........................................... Colorfilm
Lab. liaison................................................. Kerry Jenkins
Length............................................................... 85 minutes
Gauge........................................................16 mm
Synopsis: Sunny Bancroft, the Aboriginal 
manager of a cattle station in Northern NSW 
decides to race one of the station’s stock- 
horses at the local picnic races. He and his 
family are drawn more and more into the 
picnic race circuit, sometimes winning, 
sometimes losing.
THE RIGHT HAND MAN
Prod, company......................... Yarraman Film
Productions
Dist. companies....................GUO (Australia),
New World Pictures (U.S.)
Producers................................................ Steven Grives,
Tom Oliver, 
Basil Appleby
Director...................................................Di Drew
Scriptwriter............................Helen Hodgman
Based on the novel by........ Katherine Peyton
Photography............................................... Peter James
Soundrecordist.................... Syd Butterworth
Editor.......................................Don Saunders
Prod, designer...............................Neil Angwin
Location manager............................. Lawrence Ryan
Prod, manager....................................... Renate Wilson
Unit manager..................... Roxanne Delbarre
Prod, secretary....................................... Debbie Upton
Prod, accountant...................Elaine Crowther
Accounts assistant............Fiona McConaghy
1 st asst director.................................. Phil Rich
2nd asst director...................................Stephen Elliott
3rd asst director..........................................Toby Pease
Continuity....................................... Nicki Moors
Casting........................................... Liz Mullinar
Camera operator................ Danny Batterham
Focus puller............................................Andrew McLean
Camera
equipment........ Samuelsons Film Service,
Peter Backhouse
Key grip........................................................Ross Erickson
Asst grip........................................Geoffrey Full
Gaffer............................................................Mick Morris
Boom operator....................................Sue Kerr
Art director...................................................... Nic Hepworth
Art dept runner.......................................... Adam Spencer
Costume designer................. Graham Purcell
Make-up.................................. Josy Knowland
Hairdresser.................Jan Zeigenbein (Ziggy)
Standby wardrobe............. Louise Wakefield
Ward, assistant..........................................Peter Bevan
Wardrobe dept............. ;..Utopia Productions
Props buyer................................................Terry Stanton
Standby props...........................................Harry Zettel
Costume m aker.........................................Anna Wade
Set dresser.............................................Annette Reid
Art department...................... Dalgetty Room 4
Carpenters................................................... Paul McKey,
Robyn Hartley, 
James Gannon 
Set construction manager ....Ken Hazelwood
Asst editor......................................... Stephanie Flack
Stand in stunt/doubles..........Robert Simper,
Rick Anderson
Stunts co-ordinator..................................Bernie Ledger
Stunts...........................................................Glen Boswell,
Richard Boue
Stunt safety officer................................ Claude Lambert
Still photography........................................... Jim Townley
Horse master........................................ Graham Ware
Animal co-ordinator....................................Dale Aspin
Unit safety officer......................................Chris Hession
Wranglers....................................................Chris Hartwig,
Les Ash, 
Robert Watchirs, 
Mandy Beaumont, 
Tracy Porter
Action vehicle
co-ordinator.......................Mike Hendrikson
Runner........................................................Paula Bennett
Publicity..........................................Liz Johnson
Catering......................................... Anne Harris
Insurance.............................. Tolly & Gardner,
Valerie Baker
Laboratory........................................... Colorfilm
Lab. liaison..........:.............Richard Piorkowski
Cast: Rupert Everett (Harry), Hugo Weaving 
(Ned), Arthur Dignam, Jennifer Claire, 
Catherine McClements (Sarah).
Synopsis: Ned Rowlands is the driver of 
Cobb & Co’s seventy-five seat passenger 
coach, The Leviathan. His skills attract the 
attention of Lord Ironminster’s son, Harry, 
who before an accident, was considered the 
best dragsman in the country. Harry is deter­
mined to race his rig to set a new record and 
needs Ned’s help. Ned agrees, and finds 
himself involved in a relationship which is 
more than a mere race against time.
THE STEAM DRIVEN ADVENTURES 
OF RIVERBOAT BILL
Prod, company.....................Phantascope Ltd
Producer.......................................Paul Williams
Director........................................Paul Williams
Scriptwriter................................................... Cliff Green
Based on the novel by................................. Cliff Green
Photography..............................................Diane Bullen
Sound recordist.......................Brian Laurence
Composer..................................Kevin Hocking
Animation...................................Gus McLaren,
Paul Williams, 
Maggie Geddes, 
Steven French
Laboratory...........Victorian Film Laboratories
Length............................................... 75 minutes
Gauge........................................................16 mm
Shooting stock............................Eastmancolor
Cast: Voice overs: Frank Thring, Brian 
Hannan, Hamish Hughes, Beate Horrison, 
Debby Cumming, Ben Williams, Adam 
Williams.
Synopsis: Animated adventure set on the 
Murray River at the turn of the century. 
Riverboat Bill and his crew attempt to protect 
an illegal bunyip from the long arm of the 
law. '
3 F.U.K. FM (106.3 ON YOUR DIAL)
Prod, company.......................MS Productions
Producer........................................ Martin Burke
Directors....................................... Martin Burke,
Steve Edwards
Scriptwriters................................Martin Burke,
Steve Evans
Music.................................................. The Pulse
Length...................................................90 mins
Gauge............................................Super 16 mm
Synopsis: Super Rat and Ferel (alias James 
Maddock and Doug Hunter) are two popular 
FM disc jockeys who find themselves 
suddenly out of work, and in need of money 
quickly. They implement a series of get-rich- 
quick schemes as well as elaborate cons to 
set up a pirate radio station.
THE TRAILBLAZER
(Working title)
Prod, company.......PBL Productions Pty Ltd
Producer........................................ Brian Rosen
Director...........................................Carl Schultz
Scriptwriter...................................Robert Wales
Additional dialogue.............................Bob Ellis
Photography................................. Dean Semler
Sound recordist............................ Peter Barker
Editor............................Richard Francis-Bruce
Prod, designer........................... George Liddle
Composer.........................................Chris Neal
Prod, co-ordinator............... Elizabeth Symes
Prod, manager............................Carol Hughes
Sydney location manager.........Maude Heath
Unit manager.................................. Chris Jones
Bourke location manager..........Bevan Childs
Prod, secretary.......................................... Rosie Rosen
Prod, accountant....... Moneypenny Services,
Alan Marco
Accounts assistant................Nicola Rowntree
1 st asst director................Charles Rotherham
2nd asst director................................... Michael Faranda
3rd asst director............................. Jane Griffin
Continuity.....................................Pamela Willis
Casting...................................................Forcast,
Michael Lynch
Extras casting..................................Sue Parker
Casting consultants............................. Forcast
Camera operator.......................................David Williamson
Focus puller...........................................Richard Merryman
Clapper/loader........................................... Anna Howard
Key grip....................................................... Merv McLaughlin
Grip.................................................................. Pat Nash
Asst grip................................................... Bryson Davis
Gaffer...........................................................John Morton
Electrician.......................................... Tex Foote
Art director............................. Andrew Blaxland
Design assistants .:..................Debra Overton,
David Bell
Art dept co-ordinator..............Wendy Huxford
Costume designer................................. George Liddle
Make-up/hairdresser...Lesley Lamont-Fisher 
Make-up/
hairdresser asst.............................. Elizabeth Fardon
Wardrobe supervisor...................Anna Wade,
Utopia Road
Standby wardrobe..................................... Julie Middleton
Ward, assistant.......................................Andrea Hood
Props................................................................Ian Allen
Props buyer................................................Peter Forbes
Standby props........................................Michael Tolerton
Asst standby props...................................... Len Judd
Special effects.......................................... Steve Courtney
Special effects asst..............Marcus Gardiner
Set decorator..............................................Brian Edmonds
Scenic artists..................................................Ian Richter,
Peter Collias
Signwriter................................. John Haratzis
Carpenters...............................Brenton Grear,
Alan Good, 
John Kingston, 
Karl Brunken, 
Kevin Kilday, 
Geoff Stacker, 
Alan Brown, 
Bob Paton, 
Denis Donelly, 
Gerald Marr, 
David Young, 
Errol Glassenbury
Set construction..........John Moore (Sydney),
Wayne Allen (Bourke)
Painters....................................Martin Bruveris,
Gus Lobb, 
Tony Piliotis
Asst editor.................................................Louise Innes
Sound editor.................................................. Tim Jordan
Editing assistant......................... Lisa Harrison
Fight co-ordinator....................Glenn Boswell
Still photography...................... Carolyn Johns
Nurse.................................Jacquie Robertson
Animal consultant.....................................Heath Harris
Horse master....................Allen Fitzsimmons
Best boy......................................Allan Dunstan
Runners................... Alison McClymont (unit),
Daniel Morphett (construction)
Unit publicist.................. , ...............Annie Page
Catering....................................Fillum Catering,
Marike Janavicius
Mixed a t ............................................. Soundfirm
Laboratory....... .................................... Colorfilm
Lab. liaison........................ Richard Piorkowski
Budget.............................................. $4.3 million
Length.............................................100 minutes
Gauge........................................................35 mm
Shooting stock.................................... Eastman
Cast: Paul Goddard (Harry), Kathryn Walker 
(Lily), John Wood (Bluey), Paul Chubb (Don 
McKenzie), Lynette Curran (Dora McKenzie), 
Bruce Spence (Purdy), David Slingsby 
(Spence).
Synopsis: The story of Harry Walford, an un­
likely hero who overcomes hardship, 
emerges triumphant and, in the process, 
pioneers the overland stock route from 
southern Queensland to Adelaide.
YOUNG EINSTEIN
Prod, company.........Einstein Entertainment
Pty Ltd
Dist. company............................... Film Accord
Corporation (L.A.)
Producers................................Yahoo Serious,
David Roach
Line producer........................... Warwick Ross
Director......................................Yahoo Serious
Scriptwriters............................ Yahoo Serious,
David Roach
Based on the original idea
by............................................................Yahoo Serious
Photography................................................. Jeff Darling
Sound recordist............................... Geoff Grist
Editor........................................Peter Whitmore
Music co-ordinator..................Cameron Allan
Exec, producer.............................................Ray Beattie
Prod, manager.......................Antonia Barnard
Unit manager................................... Tic Carroll
Prod, secretary....................... Sue Pemberton
Prod, accountant..........................................Lea Collins
Prod, assistant...........Rosemary Stephenson
1st asst director.........................Keith Heygate
2nd asst director.................Murray Robertson
3rd asst director............................................P.J. Voeten
Continuity..................................... Jan Newland
Creative asst
to the director........................................... Lulu Pinkus
Casting consultants.............................Forcast,
Michael Lynch
Camera operator.......................................... Jeff Darling
Focus puller................................................ Gary Phillips
Clapper/loader.................................Susie Stitt
Key grip ................................................. Brendan Shanley
Gaffer............................................................ Rick McMullen
Boom operator..................................... Stephen Henley
Art directors....................................Steve Marr,
Peter Harris
Costume designer.........................Mishi Watts
Costume co-ordinator.............Susan Bowden
Make-up.................................................... Sherry Hubbard
Hairdresser...............................Wendy de Waal
Ward, assistants............................Mel Dykes,
Caroline Weight
Props buyer...................................................Joy Thompson
Standby props..........................................Alison Goodwin
Choreography............................... Aku Kadogo
Set construction................... Marcus Erasmus
Asst editor............................Michael Beauman
Still photography............................Vivian Zink
Wrangler........................................................Ray Winslade
Best boy.....................................................Shaun Conway
Publicity................The Rea Francis Company
Unit publicist.................................. Jan Batten
Catering...................................................... Feast Catering
Laboratory................................................... Atlab
Lab. liaison..........................Bruce Williamson
Budget............................................. $2.2 million
Length..............................................90 minutes
Gauge....................................................... 35 mm
Shooti g stock..........................................Kodak
Cast: Yahoo Serious (Albert Einstein), Odile 
le Clezio (Marie Curie), John Howard 
(Preston Preston), Pee Wee Wilson (Mr 
Einstein), Sue Cruikshank (Mrs Einstein). 
Synopsis: The incredible, untold story of a 
26-year-old apple farmer and genius from 
Tasmania. In 1905 he discovered relativity 
. . .  in 1906 he invented rock ’n’ roll.
POST-PRODUCTION
AUSSIFIED
Prod, company.................Screencrafts Prods
Producer.................................Ralph Lawrence Marsden
Director....................................Ralph Lawrence Marsden
Scriptwriter.............Ralph Lawrence Marsden
Photography........ Ralph Lawrence Marsden,
Stewart Neale
Sound recordist.............Peter Mandel (Britain)
Composer (in part)..................................... Sean Ore
Casting adviser........................................ Marcel Cugola
Casting consultants.The Actor’s Agency,
Frog Promotions, 
Sascha Management
2nd unit photography. Wilf Watters
’ (Britain)
Music performed by (in part)........... Sean Ore
& Nuefrunt
Laboratory.................................................... VFL
Length............................................................... 90 mins
Shooting stock......................................... Kodak
Cast: Chris Waters (David), Amanda Mc­
Namara (Wendy), Bronwyn Gibbs (Chrissie), 
Christine Andrew (Claire), Peter Tabor 
(George), Susan Mantell (Stephanie), Martin 
Trainor (Barry), Esme Gray (Bea), Con 
Babanoitis (taxi driver), Margaret Younger 
(disco lady).
Synopsis: Contemporary drama set in 
London and Melbourne.
AUSTRALIAN DREAM
Prod, company..............................Filmside Ltd
Producers......................................Susan Wild,
Jackie McKimmie
Director................................. Jackie McKimmie
Scriptwriter............................................... Jackie McKimmie
Based on the original idea
b y ........................................................... Jackie McKimmie
Photography............................ Andrew Lesnie
Sound recordist..................................Ian Grant
Editor.........................................Sarah Bennett
Prod, designer............................................Chris McKimmie
Exec, producer........................................... Ross Matthews
Prod, manager...............................Susan Wild
Location/unit manager............Nick Kospartov
Prod, secretary...................................Catherine Bishop
Prod, accountant........................................ Brian Tucker
Prod, assistant......................................... Megan Killiner
1 st asst director..........................................David Munro
2nd asst director..............................Penny Wall
3rd asst director............................................Kurt Olsen
Continuity...........................................Linda Ray
Lighting cameraman............................ Andrew Lesnie
Camera operator................................... Andrew Lesnie
Focus puller................................................. Colin Dean
Clapper/loader.....................Chris McKimmie
Key grip....................... ..................Murray Head
Asst grip................................................... Joshua Magnus
Gaffer............................................................ Jack Kendrick
Electrician................................................Joshua Magnus
Boom operator...........................................Bruce Wallace
Art director............................ Chris McKimmie
Asst art director.................................... Stephen Nothling
Make-up........................................................ April Harvie
Hairdresser................................................... April Harvie
Wardrobe.............................Robyn McDonald
Ward, assistant..........................................Marie Platt
Props buyer.........................Henry Kernaghan
Standby props.......................................Stephen Nothling
Set decorator.......................Henry Kernaghan
Asst editor.................................................Emma Hay
Stunts co-ordinator....................................... Phil Brock
Still photography....................................... Grant Deardon
Runner....................................................Stephen Barbour
Publicity............................................... Elizabeth Johnson
Film Publicity
Catering................................ In Vogue Catering
Mixed a t ....................................................... Atlab
Laboratory....................................................Atlab
Lab. liaison.......................... Bruce Williamson
Budget.................................................. $600,000
Length............................................................... 90 minutes
Gauge............................................Super 16 mm
Shooting stock.............................Eastmancolor
Cast: Noni Hazlehurst (Dorothy Stubbs), 
Graeme Blundell (Geoffrey Stubbs), John 
Jarratt (Todd), Barry Rugless (Sir Bruce), 
Jenny Mansfield (Tracy), Caine O ’Connel 
(Jason), Margaret Lord (Demonstrator), Lil 
Kelman (Sandra), John Kerr (Frank), 
Alexandra Black (Shirley), Jill Loos 
(Barbara).
Synopsis: A contemporary comedy. A witty, 
uncompromising expose of the sexual and 
social mores of life in a typical middle-class 
Brisbane suburb, where all is not what it 
seems.
THE BIG HURT
Prod, company...................... The Big Hurt Ltd
Dist. company........ Valhalla Holdings Pty Ltd
Producer...................................................... Chris Kiely
Director........................................................Barry Peak
Scriptwriters...................................Barry Peak,
Sylvia Bradshaw
Based on the original idea
b y ................................................. Barry Peak
Photography......................................... Malcolm Richards
Sound recordist...........................................John Rowley
Editor.......................................................... Ralph Strasser
Exec, producer......................................... Phillip Dwyer
Prod, manager.............................................. Ray Pond
Prod, accountant......................................Maree Mayall
Prod, assistant........................................Janette Deason
1st asst director.......................................... Ross Hamilton
Continuity...................................................... Salli Engelander
Script editor........................................... Barbara Bishop
Casting............................................ Ian McWha
Clapper/loader...............................Rosie Cass
Camera assistant....................................... John Ogden
Key grip........................................... Noel Mudie
Asst grip.....................................................Simon Stewart
Gaffer................... :.............................Mike Mato
Boom operator....,................................Stephen Haggerty
Art director.................................................Paddy Reardon
Art dept assistant......................Libbi Bennison
Costume designer.......................Anna Jakab
Make-up....................................................... Karla O ’Keefe
Props buyer................................................... Jan Hing
Standby props................................Brian Lang
Sound editor................................... Neil Brown
Mixer.................................................Peter Frost
Still photography........................... Rosie Cass
Best boy.........................................Nicky Payne
Runner......................................................... Ange Sartore
2nd best boy............................................... Peter Maizey
Catering..................................................... Gavin Waring,
Wolfgang Graf
Mixed at........................ Film Soundtrack Aust.
Laboratory.............................................Cinevex
Lab. liaison................................................. Bruce Braun
Budget.................................................$690,000
Length............................................................... 97 minutes
Gauge............................................ Super 16 mm
Shooting stock..............................Kodak 7291
Cast: David Bradshaw (Price), Lian Lunson 
(Lisa), Nick Waters (McBride), Alan Cassell 
(Blake), Abbe Holmes (Jenny McBride), Julie 
Jones (Wendy), Simon Chilvers (Algerson), 
Syd Conabere (O’Neal), Tommy Dysart 
(Schwartz), John Ewart (Harry Gregory). 
Synopsis: It would have just been the day he 
got out of prison if it weren’t also the day Lisa 
entered his life. Until now he’d just been a 
hard-bitten journo doing time for contempt 
. . . Lisa dragged him into a sleazy under­
world and a search for a dead man.
CACTUS
Prod, company.................................Dofine Ltd
Producers.............................. Jane Ballantyne,
Paul Cox
Director................................................ Paul Cox
Screenplay......................................... Paul Cox,
Norman Kaye, 
Bob Ellis
Based on the original idea
b y ...................................................... Paul Cox
Photography.....................................Yuri Sokol
Sound recordist.......................Ken Hammond
Editor................................................. Tim Lewis
Prod, designer.................................Asher Bilu
Assoc, producer.......... Tony Llewellyn Jones
Prod, manager.......................Milanka Comfort
Unit manager................................Erwin Rado
Prod, secretary.............................Tarn! James
Prod, accountant...............Santhana K. Naidu
1 st asst director.............. .........Virginia Rouse
Continuity..........................Joanne McLennan
Camera operator.........Gaetano N. Martinetti
Focus puller.......................... Christopher Cain
Camera assistant..................Brendan Lavelle
Key grip.................................. Paul Ammitzboll
Asst grip......................................... Ken Connor
Boom operator...................Graham McKinney
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Art director.............................................Lirit Bilu
Make-up.......................................Pietra Robins
Wardrobe............................Aphrodite Kondos
Asst editor.................................... Adrian Brady
Still photography.....................Virginia Rouse
Art dept runner.................................Tiriel Mora
Catering.................................Cecil B. de Meals
Mixed a t................................... Hendon Studios
Laboratory.............................................Cinevex
Lab. liaison....................................Bruce Braun
Length............................................90 minutes
Gauge.....................................................35 mm
Shooting stock.............................................. Fuji
Cast: Isabelle Huppert (Colo), Robert 
Menzies (Robert), Norman Kaye (Tom), 
Monica Maughan (Bea), Peter Aanensen 
(George), Sheila Florance (Martha), Bunduk 
Marika (Bunduk).
Synopsis: A love story between two blind 
people who teach one another to see.
CROCODILE DUNDEE
Producer.......................................John Cornell
Director..........................................Peter Faiman
Photography................................ Russell Boyd
Sound recordist...........................Gary Wilkins
Editor.............................................David Stiven
Prod, designer........................ Graham Walker
Line producer................................... Jane Scott
Assoc, producer........................Wayne Young
Prod, co-ordinator..........................Julie Foster
Prod, manager........................... Peter Sjoquist
Unit manager.............................Phil Patterson
Prod, secretary....................Amanda Bennett
Prod, accountants.....................Pieta Hurcum,
Anne Phillips
1 st asst director..........................Mark Turnbull
2nd asst director..........................Craig Bolles
3rd asst director.........................................Peter Voeten
Continuity....................................Daphne Paris
Casting...........................Full Cast Consultants
Camera operator.......................Peter Menzies
Focus puller...............................Geoff Wharton
Clapper/loader........................... Conrad Slack
2 nd unit camera -
assistant..................................................David Pedley
Key grip..........................................................Ray Brown
Asst grips.....................................Tony Larkins,
Stuart Green, 
Ian Bird
Genny operator..........................................Jason Rogers
G affer.................................... Brian Bansgrove
Electrician....................................... Colin Chase
Boom operator........................ Mark Wasiutak
Art department
co-ordinator.........................................Phillipa Banks
Art department runner.........John Paul Lucini
Costume designer...............Norma Mariceau
Make-up................................ Elizabeth Fardon
Hairdresser.......................... Elizabeth Fardon
Standby wardrobe.................................... Suzie Pullen
Ward, assistant..............................................Mel Dykes
Props master.............................................Martin O'Neil
Model makers..............................................John Murch,
Kim Hilder
Standby props................... Karen Monkhouse
Special effects............................................Chris Murray,
Dave Hardy
Costume cutter.........................James Watson
Story board artist...............................Sabastian Lakosta
Scenic artist..................................................Billy Malcolm
Carpenters...................................................Andy Hickner,
Marcus Smith, 
Andy Chauvell, 
Geoff Howe
Construction manager............................. Denis Smith
Asst editor................................Peter Carrodus
Standby painter.......................Allan Armethec
Stunts co-ordinator......................................Max Aspin
Animal co-ordinator.................................... Dale Aspen
Still photography........................................... Jim Sheldon
Paul Hogan’s asst............................Lee Dillo
Nurse............................. Jacqueline Robertson
Trades assistant..................................Matthew Connors
Driver................................................................ Ian Freeman
Helicopter pilot...................................Terry Lee
Transport manager......... Jeremy Hutchinson
Mechanic....................................................David Thomas
Best boy.........................................................Paul Gantner
Runner.........................................................Kerry Jackson
Publicist...................................................... Suzie Howie
Catering.......................................................John Faithfull
Catering asst........................ Steve Warrington
Cast: Paul Hogan (Crocodile Mick Dundee), 
Linda Kozlowski (Sue Charlton), John 
Meillon (Walter Riley), David Gulpilil (Neville 
Bell), Maggie Blinco (Ida), Steve Rackman 
(Donk), Gerry Skilton (Nugget).
Synopsis: Crocodile Mick Dundee is a 
friendly larrikin crocodile hunter from the 
wilds of Australia. He becomes national 
news after he has his leg almost ripped off by 
a giant crocodile, heroically he drags himself 
for a week through croc-infested waters and 
survives to tell the tale. In fact the story gets 
better every time it’s told. Especially by his 
manager/director/partner Wally Riley.
DEAD END DRIVE-IN *
Prod, company..........Springvale Productions
Pty Ltd
Dist. company......................New South Wales
Film Corporation
Producer................................ Andrew Williams
Co-producer........................................... Damien Parer
Director.......................Brian Trenchard-Smith
Scriptwriter.................................Peter Smalley
Based on the short story
by.................................................Peter Carey
Director of photography..............Paul Murphy
Sound recordist............................Leo Sullivan
Editor............................................................. Alan Lake
Prod, designer........................ Larry Eastwood
Composer...................................................Frank Strangio
Prod, co-ordinator........................Judith Ditter
Prod, manager..............................Gay Dennis
Location unit/manager................Ian Goddard
Prod, secretary...................Annette Patterson
Prod, accountant.................................... Valerie Williams
Accountant’s assistant............... Michele Day
1st asst director................... Adrian Pickersgill
2nd asst director........................................ John Titley
3rd asst director............................Mark Abicht
Continuity......................................Sian Faturos
Casting.......................... Maizels & Associates
Camera operators..............Malcolm Burrows,
Kevan Lind
Focus puller.................................. John Lomax
Clapper/loader............................................John Platt
Key grip.....................................Noel McDonald
Asst grip ...................................................Wayne Marshall
2nd unit camera operator........Andrew Lesnie
Supervising gaffer..........................Mick Morris
Gaffer........................................................... Colin Chase
Electricians.................................................. Brett Keeping,
Paul Moyes
Boom operator........................Mark Van Kool
Art director...............................Nick McCallum
Asst art director.............................................Rob Robinson
Costume designer............................... Anthony Jones
Make-up..............................Robert Pickering
Hairdresser...............................................Penny Morrison
Standby wardrobe............................... Amanda Smith
Ward, assistant......................................Shauna Flenady
Props buyer................................................... Ray Fowler
Standby props........................................George Zammitt
Special effects............................................Chris Murray
Special effects co-ordinator....... David Hardy
Carpentry runner...................................Andrew Gardiner
Construction manager...............................John Parker
Asst editors.................................................... Lee Smith,
Sue Blainey, 
Noeleen Weftcombe
Editing assistant...........................................Sue Blainey
Stunts co-ordinator......................................Guy Norris
Special effects co-ordinator......Chris Murray
Nurse...................................................... Barbara Mather
Still photography.....................................Robbie Gribble
Security...........................................Paul Fyfield
Projectionist.................................. Henry Clark
Armourer...................................................Robert Colby
Mechanic.................................................... Harry Ward
Best boy...................................................... Chris Fleet
Runners...............................................Jonathan Tate,
Andrew Gardiner
Publicity.......................................................... Lyn Quayle
Publicity & Promotion
Catering...................................Action Catering
Post-production
facility..................Film Production Services
Laboratory...........................................Colorfilm
Lab. liaison........................ Richard Piorkowski
Lab. assistant.........................Denise Wolsson
Budget............................................ $2.3 million
Gauge........................................................35 mm
Shooting stock............................................5294
Cast: Ned Manning, Natalie McCurry, Peter 
Whitford, Ollie Hall, Sandy Lillingstone, Lyn 
Collingwood, Nikki McWatters, Melissa 
Davies, Wilbur Wilde, Brett Climo. 
Synopsis: The near future. A harsh world 
where only the cunning and the tough are 
free. A young man becomes part of the cast 
off society and finds himself imprisoned in a 
drive-in.
DEVIL IN THE FLESH
(Working title: Marie Claire)
Prod, company...............Collins Murray Prods
Producer................................... John B. Murray
Dir ctor......................................... Scott Murray
Scriptwriter..................................Scott Murray
Script consultant..................... John B. Murray
Photography..........................Andrew de Groot
Sound recordist........................................Laurie Robinson
Editor................................................. Tim Lewis
Exec, producer........................Peter C. Collins
Line producer.............................. Tom Burstall
Prod, manager............................ John Hipwell
Location/unit manager.............. Stuart Beatty
Prod, secretary................................ Ann Mudie
Prod, accountant....................................Pauline Montagna
1st asst director...........................Tom Burstall
2nd asst director....................Marcus Skipper
3rd asst director...................................Nicholas Reynolds
Continuity................................................ Shirley Ballard
Casting asst/unit runner............Nimity James
Casting consultant....................................... Lee Larner
Camera operator.......................................David Williamson
Focus puller.............................................Jeremy Robins
Clapper/loader......................................... Mandy Walker
Key grip...... ................................. David Cassar
Asst g rip ................................. Marcus McLeod
Gaffer........................................................... John Engeler
Boom operator...........................................Grant Stuart
Art director............................... Paddy Reardon
Asst art director......................................... Kerith Holmes
Costume design
consultant.......................................Rosemary Ryan
Make-up..........................Amanda Rowbottom
Hairdresser....................Amanda Rowbottom
Costumes and wardrobe
standby................................................Frankie Hogan
Ward, assistants............Bernice Devereaux,
Michelle Leonard
Standby props...............................................Rob McLeod
Asst editor.................................................. Peter Litton
Sound editor.................................. Craig Carter
Sound transfers.....................................Eugene Wilson
Asst sound editor......................................... Rex Watts
Still photography...........Giorgio Mangiamele
Best boy...................................................... Peter Maizey
Runners................................Stephen Shelley,
Dylan Hyde
Production asst/
unit runner....................................Annemarie Kiely
Production office asst..................................Kim Jonsson
Catering......................... Bande Aide Catering,
Food For Film
Edge numberer........................Oliver Streeton
M ixer......................................................... James Currie
Laboratory............................................Colorfilm
Lab. liaison.....................................................Bill Gooley,
Richard Piorkowski
Length...............................................................95 minutes
Gauge....................................................... 35 mm
Shooting stock.............................Eastmancolor
Cast: Katia Caballero (Marthe), Keith Smith 
(Paul), John Morris (John Hansen), Jill 
Forster (Jill Hansen), Colin Duckworth 
(Pierre Fournier), Reine Lavoie (Madeleine 
Fournier), Jeremy Johnson (Simon Greene), 
Odile le Clezio (Simone), Luciano Martucci 
(Ermanno), Louise Elvin (Artist Model). 
Synopsis: A love story.
DOT AND KEETO
Prod, company............................Yoram Gross
Film Studio
Producer...................................... Yoram Gross
Director.........................................Yoram Gross
Scriptwriter...................................John Palmer
Photography..........................Graham Sharpe
Director of animation.................Ray Nowland
Photographers........................ Jan Carruthers,
Ricky Vergara
Assoc, producer........................Sandra Gross
Prod, co-ordinator.........................Meg Rowed
Prod, manager..............................Vicki Joyce
Administration...............................Kylie Whipp
Prod, accountant.................. LibaydelaCruz,
Peat Marwick, Mitchell & Co.
Animators................................... Ray Nowland,
Andrew Szemenyei, 
Ariel Ferrari, 
Nicholas Harding, 
Rowen Avon, 
Paul McAdam, 
Stan Walker, 
John Berge, 
Wal Louge
In-betweeners................................ Paul Baker,
Jenny Barber, 
Mark Benvenuti, 
Rodney Brunsdon, 
Hanka Bilyk, 
Barbara Coy, 
Greg Farrugia, 
Murray Griffin, 
Max Gunner, 
Debbie Horne, 
Joseph Cabatuan, 
Domingo Rivera, 
Wayne Kelly, 
Sarah Lawson, 
Julie Peters, 
John Robertson, 
Vicky Robinson, 
Jan Stephen, 
Bela Szeman
Painting & tracing................... Robyn Drayton,
Mimi Intal, 
Corallee Munro, 
Joseph Cabatuan
Backgrounds...................................Amber Ellis
Graphics.......................................... Eric David
Special fx...................................Jeanette Toms
Asst editor..................................Stella Savvas
Publicity......................Helena P. Wakefield —
International Media Marketing
Laboratory........................................... Colorfilm
Length............................................... 80 minutes
Gauge........................................................35 mm
Synopsis: After shrinking to insect size, Dot 
finds herself in a terrifying world of huge 
spiders and massive ants. Desperately, she 
and her friend, Keeto the Mosquito, hunt for 
the magic bark that will return her to her 
normal s.ze.
FOR LOVE ALONE
Prod, company.......................Waranta Pty Ltd
Producer.....................................Margaret Fink
Director.................................................. Stephen Wallace
Scriptwriter............................................ Stephen Wallace
Script editor............................................. Sandra Levy
Ba ed on the novel by.............Christina Stead
Photography............................. Alun Bollinger
Sound recordist......................Syd Butterworth
Editor...........................................Henry Dangar
Prod, designer..........................John Stoddart
Composer.................................................Nathan Wax
Exec, producer............................................UAA
Assoc, producer.......................................Susan Wild
Prod, co-ordinator.......... Suzanne Donnolley
Prod, manager.........................................Susan Wild
Location manager...................................Maude Heath
Unit manager.............................................. Chris Jones
Prod, secretary.......................................Michael Davis
Prod, accountant...................................... Elaine Crowther
Accounts asst........................... Trish Griffiths
Prod, assistant......................... Robin Newell
1st asst director........................ Mark Turnbull
2nd asst director......Carolynne Cunningham
3rd asst director..........................Peter Voeten
Continuity.................................. Daphne Paris
Extras casting........................... Nene Morgan
Casting consultants.................M & L  Casting
Lighting cameraman................Alun Bollinger
Camera operator......................................Danny Batterham
Focus puller............................................Andrew McLean
Clapper/loader............................................Chris Cole
Front projection
technician...................................Ken Arlidge
K y grip........................................................ Ross Erickson
Asst grip.......................................Geoffrey Full
G affer...........................................Reg Garside
Second electrics...................... Alan Dunstan
Boom operator..............................................Sue Kerr
Art director.................................................. John Wingrove
Art dept co-ordinator.......... Christine Dunstan
Art dept asst..........................................Matthew Cummings
Costume designer........................ Jennie Tate
Make-up............................Lesley Vanderwalt
Hairdresser............................................... Cheryl Williams
Wardrobe..................................................Lesley McLennan
Ward, assistant..............................Kate Green
Ward, standby.............................................Julie Middleton
Pattern makers............................ Judy Parker,
Kerry Barnett
Props buyers............................................Sandy Wingrove,
Jock McLachlan, 
Miv Brewer
Standby props...............................Tony Hunt
Scenic artists..................................Ray Pedler,
Brian Nickless
Carpenters....................................Geoff Howe,
Andrew Tickner, 
Errol Gla~senbury, 
Andrew Chauvel, 
David Stenning, 
Grant Longley
Set construction..........................................Alan Fleming
Asst editors..........................Pamela Barnetta,
Gai Steele
Brushhand................................................. Gillian Nicholas
Model maker.................................Warren Field
Musical director......................................Nathan Wax
Editing assistants...............Pamela Barnetta,
Gai Steele
Still photography.......................................Vivian Zink
Best boy.........................................Matt Slattery
Runner........................................................Adam Spencer
Transport........................... Sue & Ralph Clark
Publicity.................Marita Blood & Associates
Unit publicist...........................Madeleine Read
Catering......................................................Kaos,
Kathy Trout, 
Helen Rixon
Studios............................... Pyramid, Mort Bay
Laboratory............................................ Colorfilm
Lab. liaison........................ Richard Piorkowski
Budget..............................................$3.8 million
Shooting stock..........................................Kodak
Cast: Helen Buday (Teresa), Hugo Weaving 
(Jonathan), Hugh Keays-Byrne (Andrew), 
Judi Farr (Aunt Bea), Regina Gaigaias 
(Jean), Nicholas Opolski (Lance), John 
Poison (Leo), Odile le Clezio (Kitty), Sam 
Neill (James Quick), Linden Wilkinson (Miss 
Haviland).
Synopsis: The story of a young girl’s 
passionate search for love and sexual fulfil­
ment, and the men who help her find it.
GOING SANE
Prod, company..............................Sea-Change Films
Pty. Ltd.
Producer.................................. Tom M. Jeffrey
Director............................. Michael Robertson
Scriptwriter..................................................John Sandford
Based on the original idea
by............................................................... John Sandford
Photography.................................Dean Semler
Sound recordist..................... Syd Butterworth
Editor....................................... Brian Kavanagh
Prod, designer......................................Igor Nay
Composer................................. Cameron Aiian
Exec, producer........................ John Sandford
Prod, manager..............................Tony Winley
Prod, co-ordinator....................................Margo Tamblyn
Unit manager.................................... Tic Carroll
Location manager.....................................David Malacari
Prod, accountant.............................................Jill Coverdale
Prod, assistant..........................................Donna Willis
1st asst director..........................Colin Fletcher
2nd asst director......................................Murray Robertson
3rd asst director......................Elizabeth Lovell
Continuity..........................................................Jo Weeks
Producer’s assistant........... Christine Gordon
Casting.........................................................Faith Martin
Extras casting................................................Sue Parker
Camera operator.......................................David Williamson
Focus puller............................................Richard Merryman
Clapper/loader...........................................Garry Phillips
Key g rip ........................................................Merv McLaughlin
Asst grip...........................................................Pat Nash
G affer........................................................... John Morton
Electricians......................Darren McLaughlin,
Dean Bryan
Boom operator....................................Sue Kerr
Asst art director............................................Sam Trumble
Costume designer........................................ Jan Hurley
Make-up...........................................................Viv Mepham
Hairdresser.................................... Joan Petch
Stand-by wardrobe................Julie Middleton
Props buyers................................................ Peta Lawson,
Jane Johnston
Standby props.......................................... Alison Goodwin
Asst editor...................................................Peter McBain
Still photography..................................... Robbie Gribble
Best boy........................................................Alan Dunstan
Runner...........................................................Bizzi Bodi
Publicity...................................................... Ingrid Berg
Catering.....................................................Marike Janavicius
To be mixed a t............................................ Atlab
Laboratory....................................................Atlab Australia
Lab. liaison................................................ Bruce Williamson
Budget............................................. $2.1 million
Length...................................................100 mins
Gauoe........................................................35 mm
Shooting stock.............................Eastmancolor
Cast: John Waters (Martin Brown), Judy 
Morris (Ainslie Brown), Linda Cropper (Irene 
Carter), Kate Raison (Nosh), Frank Wilson 
(Sir Colin Grant), Jim Holt (Irwin Grant), 
Anne Semler (Marta Owen). Tim Robertson 
(Owen Owen), Mervyn Drake (Alistair), 
Maggie Blinco (Miss Griffiths).
Synopsis: Going Sane is a comedy about a 
man’s obsession with the passing of time.
I LIVE WITH ME DAD
Prod, company............Crawford Productions
(Drama) Pty. Ltd.
Producer.................................... Ross Jennings
Director........................................ Paul Moloney
Scriptwriter................................ Peter Pinney
Based on the short story
by.................................................Derry Moran
Photography.............................. James Dooian
Sound recordist....................... John Wilkinson
Editor........................................................... Grant Fenn
Exec, producers..................Hector Crawford,
Ian Crawford, 
Terry Stapleton
Assoc, producer..........................Michael Lake
Prod, supervisor...................C. Ewan Burnett
Prod, co-ordinator...................................... Gina Black
Prod, manager............................................Chris Page
Prod, accountant............ Robert Threadgold
1st asst director............................................ Phil Jones
2nd asst director.............Richard Clendinnen
3rd asst director/
runner................................................Strachan Wilson
Continuity.........................................................Liz Perry
Story editor.................................................. Tony Cavanaugh
Casting.................................................... Graham Moore
Focus puller.................................................Louis Puli
Clapper/loader............................Craig Barden
Key grip.......................................................... Joel Witherden
Asst grip.................................... Rob Hansford
Gaffer......................................David Parkinson
Best boy........................................Gary Scholes
Boom operator........................ Chris Rowland
Art director...............................Sally Shepherd
Wardrobe supervisor................................ Keely Ellis
Make-up/hair.......................................... Maggie Kolev
2nd hairdresser...................................Christine Miller
Wardrobe standby..................................Marion Boyce
Props buyer................................................ Anne Beach
Standby props............................................. Tara Ferrier
Special effects..................................... Vivienne Rushbrook
Dressers.......................................................John Rouch,
Len Barratt, 
Simon Carter
Set construction.................................... Gordon White
Asst editor.................................................Jacqui Horvath
Neg. matching............................................ June Wilson
Music editor............................................... David Holmes
Sound editor...........................Ross Chambers
Sound editing
assistant..............................Owen Johnston
Stunts co-ordinator................ Chris Anderson
Still photography..............................Mark Prytz
Dialogue coach..........................................Peter Hehir
Tutor/chaperone.....................................Sandra Walloch
Publicity......................................................Susan Wood
Catering.............................................. Keith Fish
— Food For Film
Laboratory...........Victorian Film Laboratories
Lab. liaison................................................... John Hartley,
Steve Mitchell
Length......................................................90 mins
Gauge........................................................ 35 mm
Shooting stock.....................ECN 5247 & 5294
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YOU W ANT TO GO WHERE A N D  DO W HAT??
Com plete P os t-P roduc tio n  Centre 
180 C oven try  St South M elbourne 
699 4633
y u m j y
35ww & 16m m  Negative Cutting
CHRIS ROWELL PRODUCTIONS
24 Carlotta St
Artarmon N.S.W. 2064 (02)439 3522
MOTION PICTURE SERVICES
SERVICE SPECIALIST
AATON • ARRIFLEX • BELL & HOWELL « 
• ECLAIR • CANON & ZEiSS LENSES 
• CUSTOM MODIFICATIONS •
C .P
Lens collimation and repair facilities 
for ail film and video lenses.
1st FLOOR, 29 COLLEGE ST 
GLADESVILLE NSW 2111 
PH: (02) 816 3371
FILM-NEG CUTTING SERVICES
FOR FAST AND EFFIC IEN T  SERVICE
to the film and TV industries
We have a fully equipped cutting room that 
can handle both 16mm and 35mm produc­
tions with Ultra air cleaner throughout. We 
promise total professional care for your film 
24 hours a day.
Features, documentaries, commercials, 
industrial and short films
Give ADAM  BAHOUDIAN or 
TY SERBOS a call on (03) 419 4664
15A Johnston Street, Collingwood, Victoria, 3066
OPTICAL & GRAPHIC
[1982] PTY. LIMITED
1 1 0 -1 1 2  W est Street, 
[Comer Hayberry Street) 
Crows Nest, 
NSW , 2 0 6 5 , Australia
MOTION PICTURE
Shooting in
(02)  922-3144
AA 2 5 4 6 8  
4 3 9 -2 7 3 8
Phone
Telex
Fax
Cast: Peter Hehir (Sid McCall), Haydon 
Samuels (Christopher McCall), Dennis Miller 
(Joe Karrirak), Rebecca Gibney (Jill 
Harkness), Robyn Ginnes (Della McCall), 
Gus Mercurio (Waldo Scrimm), Esben Storm 
(Blindman), Tony Hawkins (Major Briggs), 
Nigel Bradshaw (Mr Ross). '
Synopsis: Six year old Christopher McCall 
lives with his Dad, who drinks all day, 
doesn't work, doesn’t own or rent a place to 
live in. They sleep on park benches and eat 
from the Salvation Army. The authorities 
decide it is time to separate them.
LEONORA
Prod, company......................... Revolve Pty Ltd
Dist. company................................... Showcase Video
Producer............................................... Geoffrey Brown
Director.......................................Derek Strahan
Scriptwriter.................................Derek Strahan
Based on the original idea
by............................................................. Derek Strahan
Photography......................................... Geoffrey Brown
Sound recordist...........................Peter Morton
Supervising editor............................... Geoffrey Brown
Editor...........................................Anthony Egan
Composer..................................Derek Strahan
Assoc, producers........................................Paul Watson,
Ruth Redmond
Prod, accountant.............................. G.A. Elliot
Continuity...............................Corinne Watson
Lighting cameraman............Geoffrey Brown
Camera operators.................Geoffrey Brown,
Keith Knowlton
Focus puller...............................Keith Knowlton
Clapper/loader.........................Michael Renes
G affer............................................. Steve Carter
Make-up.........................................Vanda Leigh
Musical director.........................................Derek Strahan
Music performed
b y ................................... John Gould Quartet
and others
Editing assistant............................... Jane Cole
Still photography......................... Peter Morton
Title designer...................Broadway Graphics
Tech, adviser.............................James Wilson
Catering........................................Jacinta Ryan
Mixed a t ........................................ Dubbs & Co.
Laboratory.................................................... CFL
Lab. liaison.............................. Kelvin Crumplin
Length......................................... 85-90 minutes
Gauge........................................................ 16 mm
Shooting stock...........................Eastman Neg.
Cast: David Evans (Simon Erickson), 
Amanda Louise (Leonora Erickson), Leon 
Marvell (Mark Trainer), Angela Menzies-Wills 
(Helena), Ron Beck (Dogon), Juonika Zan- 
Somerz (Sandra), James G. Steele (Russo 
Tigris), Lala Young (Josie), Corinne Collins 
(Carlotta), Michael Benz (Harry).
Synopsis: Ex-motor ace, Simon Erickson, 
now an up-market car dealer, pushes his 
wife into an open marriage. She meets Mark 
Trainer, painter and TV commercial director. 
They have had a past life involvement, and 
their affair becomes serious. Simon tries to 
end it. Mark turns to clairvoyant Helena for 
help, and learns about telepathy and sex 
magic.
MAKING WAVES
(Formerly Wind Rider)
Prod, company.......................Barron Films Ltd
Dist. company........................Barron Films Ltd
Producer......................................... Paul Barron
Director....................................................... Vince Monton
Scriptwriters.....................Everett De Roche,
Bonnie Harris
Photography.................................................. Joe Pickering
Sound recordist.......................................... Mark Lewis
Editor.................................................. John Scott
Composer.........................................Kevin Peak
Exec, producer.............................. Paul Barron
Assoc, producer...................................... Bonnie Harris
Prod, supervisor.......................................... Terri Vincent
Prod, co-ordinators............ Lesley Thomson,
Roz Berrystone
Unit manager......................... Susie Campbell
Prod, accountants...........Richard Goldsmith,
Eric Sankey
1st asst director.........................................Steve Jodrell
2nd asst director.......................................... Alex Dixon
3rd asst director.................... Peter Armstrong
Continuity.............................. Chris O ’Connell
Casting................................................... Michael Lynch
2nd unit photography......George Greenough
Focus puller........................... Laurie Kirkwood
Clapper/loader............................................ Mark Zagar
2nd unit camera.................. Simon Akkerman
Key grip ................................ Karel Akkermann
Asst grip ......................................................David Cross
Special fx
photography................Ron & Valerie Taylor
Gaffer...........................................................Geoff Maine
Boom operator........................Jack Friedman
Art director..............................Phil Monaghan
Asst art director............................................. Phil Peters
Art dept assistant.......................................Heinz Boeck
Costume designer...................................... Noel Howell
Make-up.................................. Liddy Reynolds
Hairdresser..............................Liddy Reynolds
Wardrobe..................................... Noel Howell,
Denise Napier
Props buyer............................Trevor Kerslake
Asst set dresser..................... Michelle French
Construction manager.......David Boardman
Construction engineer.......... Matthew Nelson
Carpenters.............................. Mike Wilkinson,
Mike Vivian
Asst editor....................................Liz Goldfinch
Painters........................................John Gibson,
Lee Houston
Sound editor.......................................Greg Bell
Stunts co-ordinator........................ Peter West
Model m aker....................................Bill Dennis
Still photography....................Peter Flanagan
Runner......................................Glenn Williams
Safety officer................................Art Thomson
Catering.................................Mustard Catering
Mixed a t ....................................................... Atlab
Laboratory....................................................Atlab
Lab. liaison...........................Bruce Williamson
Budget............................................................$2.5 million
Length............................................. 100 minutes
Gauge........................................................35 mm
Shooting stock..................................... Eastman
Cast: Tom Burlinson (PC), Nicole Kidman 
(Jade), Bud Tingwell (Simpson Senior), Jill 
Perryman (Miss Dodge).
Synopsis: Making Waves is a fast-moving 
contemporary comedy/romance about two 
people whose lifestyles are as different as 
night and day. A celebration of wind, waves 
and love. A movie of music and action, 
including all the colour and excitement of 
windsurfing’s most spectacular activity —  
wave-jumping.
MALCOLM
Prod, company...........Cascade Films Pty Ltd
Producers.......................................Nadia Tass,
David Parker
Director....................................................... Nadia Tass
Scriptwriter................................................. David Parker
Photography...............................................David Parker
Sound recordist........................................... Paul Clark
Editor.............................................................. Ken Sallows
Composer..................................Paul Coppens
Exec, producer.........................Bryce Menzies
Assoc, producer.........................Timothy White
Prod, co-ordinator.................................... Lynda House
Unit manager.......................... Chris Haywood
Prod, accountant....................................Pauline Montagna
1st asst director..........................................Tony Mahood
2nd asst director...........................................Paul Grinder
3rd asst director.........................................Derek Watkins
Continuity................................................Karinda Parkinson
Producer’s assistant............Debra Goldsmith
Focus puller.................................................. Rex Nicholson
Clapper/loader........................................... Leigh Parker
Key g rip ................................................. Brendan Shanley
Asst grip.......................................................... Ken Connor
Gaffer........................................................Robbie Young
Boom operator........................ Steve Haggerty
Make-up.........................................Sally Gordon
Wardrobe..........................Lucinda McGuigan
Props buyer......................Steve Jones Evans
Standby props.......................................... Martin Perkins
Special effects.......................................... Visual Effects
Carpenter.........................................................Ian McLay
Asst editor.................................................Simon James
Sound editors............................................ Craig Carter,
Dean Gawen
Editing assistant...........................................Sue Lambshed
Mixer...........................................................Roger Savage
Stunts co-ordinator........................................Bill Stacey
Still photography........................................Greg Noakes
Best boy.....................................................Laurie Fish
Runner.............................. Veronica Maughan
Unit publicist................................ Kerry O'Shea
Catering.........................................................Rod Murphy
Mixed a t ............................................Soundfirm
Laboratory............................................. Cinevex
Budget.................................................. $999,000
Length............................................................... 90 minutes
Gauge........................................................35 mm
Shooting stock...............Kodak Eastmancolor
Cast: Colin Friels (Malcolm), John Har­
greaves (Frank), Lindy Davies (Judith), Chris 
Haywood (Willy), Beverley Phillips (Mrs 
Tamarack), Bud Tingwell (Supervisor), 
Heather Mitchell (Barmaid), Judith Stratford 
(Jenny).
Synopsis: The apparently simple Malcolm 
Hughes loses his job at the tram depot after 
building himself a one-man tram and taking 
to the streets. His enforced poverty leads to 
his mechanical ability being used in a series 
of eccentric crimes.
PLAYING BEATIE BOW
Prod, company...........SAFC Productions Ltd
Dist company................................................CEL
Producer.......................................................Jock Blair
Director................................... Donald Crombie
Scriptwriters.................................... Irwin Lane,
Peter Gawler
Based on the novel by................................Ruth Park
Photography.............................................. Geoff Simpson
Sound recordist.............................RobCutcher
Editor........................................ Andrew Prowse
Prod, designer....................................... George Liddle
Composers............................Garry McDonald,
Laurie Stone
Assoc, producer........................................Bruce Moir
Prod, supervisor..............Pamela H. Vanneck
Prod, co-ordinator................................. Barbara Ring
Unit manager................................................Ron Stigwood
Prod, accountant........................................ John Burke
1st asst director.........................................Philip Hearnshaw
2nd asst director......................... Judith Ditter
3rd asst director........................... Vicki Sugars
Continuity...................................................... Ann Walton
Producer’s assistant.................................Chris Howard
Casting..........................................Audine Leith
Casting consultants.....Maizels & Associates
Camera operator.......................................David Foreman
Focus puller...............................................Martin Turner
Clapper/loader...........................................David Wolfe-Barry
Trainee camera assistant..............................Jo Murphy
Key grip.......................................Robin Morgan
Asst grips....................................Jon Goldney,
~ Rod Bolton
2nd unit photography...............................David Graham
Steadicam operator....................................... Ian Jones
Special fx photography.......................... Mirage
Gaffer............................................T revor Toune
Electrician................................................... Keith Johnson
Boom operator........................... Shane Walker
Trainee boom operator..............Scott Heysen
Art director...............................................Andrew Blaxland
Design assistants.......................................Nicki Roberts,
'  Vicki Niehus
Art dept co-ordinator............................. Wendy Huxford
Art dept runner............................................ John Collias
Make-up........................ Lesley Lamont-Fisher
Hairdresser................................................. Sash Lamey
Wardrobe supervisor.................................Anna Wade
Ward, assistant........................................... Jean Turnbull
Ward, standby........................................... Peter Bevan
Asst ward, standby.................................. Kathy Herreen
Props buyer/set dresser......... Brian Edmonds
Props buyer....................Christopher Webster
Standby props.............................................Liam Liddle
Asst standby props....................................Peter Davies
Special effects........................................... Chris Murray,
David Hardy, 
John Armstrong
Movement coach................................... Michael Fuller
Scenic artists.................................................. Ian Richter,
Peter Collias
Construction ..................
managers.................John Whitfield-Moore,
Wayne Allen
Asst editor................................................ Denise Haratzis
2nd asst editor............................................... Pip Karmel
Sound editors............................................Frank Lipson,
Glenn Newnham
Asst sound editors.............Yvonne Van Gyen,
Sarah-Jane Van Gyen, 
Cate Dowd, 
Leah Kennewell
Foley.............................................................Dean Gawen
Music mixer..................................... Peter Smith
M ixer..........................................................James Currie
Stunts co-ordinator..................................Glenn Boswell
Stunts.....................................Glenn Boswell,
Ric Bowe, 
Tim Perry, 
Mike Read
Still photography........................................Greg Noakes
Dialogue coach...................................... Audine Leith
Voice coach........................... Edward Caddick
Animal handler............................................Luke Hura
Storyboard artist........................................ Scott Hartshorne
Tutor............................ Colleen Van Der Horst
Best boy...................................................Werner Gerlach
Runner....................................................... Mason Curtis
Publicity...................... Suzie Howie Publicity
Catering......................................................Frank Manley
Studios....................................................Hendon Studios
Mixed at...................................................Hendon Studios
Laboratory............................................Colorfilm
Lab. liaison..............................................Richard Piorkowski
Budget........................................................... $4.4 million
Length................................................................90 mins
Gauge........................................................35 mm
Shooting stock..........................................Kodak
Cast: Peter Phelps (Judah), Imogen 
Annesley (Abigail), Mouche Phillips (Beatie), 
Moya O ’Sullivan (Granny), Nikki Coghill 
(Dovey), Don Barker (Samuel), Lyndell Rowe 
(Kathy), Barbara Stephens (Justine), Jo 
England (Doll), Damian Janko (Gibbie). 
Synopsis: Teenage Abigail finds herself 
transported through time to the Sydney of 
one hundred years ago where she must fulfil 
the Bow family prophecy before she can 
return home. Through a series of extra­
ordinary adventures Abigail succeeds in 
saving the Bow’s Celtic “Gift” as well as 
finding love and then losing it again along 
the way.
TWELFTH NIGHT
Prod, company...........Twelfth Night Pty. Ltd.
Producer........................................................ Don Catchlove
Director......................................... Neil Armfield
Scriptwriter.....................William Shakespeare
Photography...............................................Louis Irving
Sound recordist..............................Rob Stalder
Editor..............................................................Nick Beauman
Prod, designer......................................Stephen Curtis
Composer................................................... Allen John
Prod, supervisor......................................Steven Salgo
Pre-prod, manager..................... Patricia Blunt
Prod, secretary....................Phoebe Atkinson
Prod, accountant..................................... Martin Ellis
1 st asst director.................. Corri Soeterboek
Continuity.......................... Danuta Morrissey
Lighting cameraman................................ Louis Irving
Camera operator....................................... Louis Irving
Focus puller................................................Derry Field
Clapper/loader.....................Laurie Szafranek
Gaffer........................................................... Peter O'Brien
Electrician................................................. Alleyn Mearns
Art director........................Clarrissa Patterson
Costume designer...................Anthony James
Make-up..........................................Lloyd James
Hairdresser....................................Lloyd James
Wardrobe............................. Shauna Flenady
Props..........................................Bryce Kershaw
Draughtsman................................................. Ian Robinson
Models....................................................Amanda Lovejoy
Set decorator............................................Louise Kerrigan
Scenic artist................................................. Alan Craft
Carpenter..........................................Bob Patton
Set construction.........................................Brian Hocking
Musical director................................. Cameron Allan
Still photography............ Francine McDougall
Publicity...................................................... Peter Kemp
Catering................................Nancy Wahlquist
Studios....................................................Balmain Bijou
Laboratory.....................................................CFL
Lab. liaison....................................Peter Wilson
Budget..................................................$591,400
Length............................................................. 100 mins
Gauge........................................................35 mm
Shooting stock............................................. Agfa
Scheduled release..................................... 1986
Cast: Peter Cummins, Tracy Harvey, Gillian 
Jones, Ivar Kants, Russel Kiefel, Stuart 
McCreery, Jacqy Phillips, Geoffrey Rush, 
Igor Sas, John Wood.
Synopsis: Shakespeare’s first Australian 
feature film.
DOCUMENTARIES
AUSTRALIAN STOCK HORSE (THE 
HORSE THAT BUILT A NATION)
Prod, company........................................... John Sexton
Productions Pty Ltd
Producer...................................................... John Sexton
Director.......................................................Heath Harris
Scriptwriter.....................................Suzy Jarratt
Photography................................................Greg Hunter
Camera assistant...................Warwick Rankin
Length............................................................... 47 minutes
Gauge........................................................16 mm
Synopsis: The history of the Australian 
stock horse.
BELLEVUE REVISITED
Prod, company......................................Richard Oxenburgh
Productions
Dist. company........................................ Richard Oxenburgh
Productions
Producer.................................................Richard Oxenburgh
Director................................................... Richard Oxenburgh
Scriptwriter............................................. Richard Oxenburgh
Length................................................................24 mins
Gauge................................................................ 16 mm
Shooting stock............................................7291
Synopsis:The rebuilding and re-opening of 
one of Western Australia’s oldest goldmines 
in the North East Gold Fields.
CASS’S STORY
Prod, company................................ Tasmanian Film
Corporation Pty Ltd
Producer..................................................Damian Brown
Director.....................................................Damian Brown
Scriptwriter...................................... Marion Ord
Photography.............................................Russell Galloway
Sound recordist............................ Julian Scott
Editor............................................................ Ross Thompson
Composer.............................................Christian Wojtowicz
Exec, producer................................................Ian Shadbolt
Assoc, producer........................................ Robin Levinson
Prod, secretary....................................... Carmel Johnson
1st asst director................................. John Wild
2nd asst director......................... Wendy Rimon
Location manager........................................ Kris Kozlovic
Continuity................................................ Shirley Ballard
Casting consultant...................... Jon Sephens
Camera assistant...................................... Adam Kropinski
Key grip.........................................................Gary Clements
Asst grip .......................................................Mark Tomlinson
Boom operator..............................Perry Dwyer
Art director.....................................Jon Bowling
Make-up.................................Margaret Pierce,
Isobel Fowler
Wardrobe.................................................... Karen Weldrick
Props buyer...........................................Kay Alty
Standby props...............................Peter Cass
Still photography...................................Jacquie Gardner
Runner............................................Colin Grubb
Length............................................. 52 minutes
Gauge.........................................................Video
Cast: Shanti Gudgeon (Cass), Lyndel Rowe 
(Ingrid Walker), Kit Taylor (Neal Walker), lain 
Lang (Steve McCarthy), Mary McMenamin 
(Melanie), Alicia Tucker (Karen Walker), 
Christopher Hamley (Robert Walker), 
Rebecca Cody (Joanne), Noreen Le Nottee 
(Kath Martholomew), Libby Wherrett (Renate 
Paul).
Synopsis: This is the story of a 13-year-old 
girl, one of the thousands of children in Aus­
tralia each year who are victims of incest. It 
is also the story of a family in crisis when dis­
closure of the secret causes disintegration, 
shatters the system of relationships and 
poses frightening questions for the future. It 
is hard-edged drama based firmly in fact, but 
its thrust is positive and it allows a safe 
conduct zone on the far side of the minefield. 
Its aim is to raise awareness of incest in the 
community, and to show that the result of 
breaking the silence surrounding it can be 
positive  ra th er than a continu ing  
victimization of the child.
DRAWING FROM MEMORY
Producer........................................................Paul Ozerski
Director.......................................................... Paul Ozerski
Scriptwriter...................................................Paul Ozerski
Photography.................................................Paul Ozerski
Sound recordist............................................Paul Ozerski
Editor........................................................... Basia Ozerski
Prod, assistant............................... Piotr Zimon
Lighting cameraman................................... Paul Ozerski
Neg. matching.....................................Colorfilm
No. of shots......................................................95
Music performed
b y .............................Waldemar Wawrzynivu
OpticaJs................................................. Colorfilm
Laboratory............................................ Colorfilm
Budget...................................................... $9500
Gauge....................................................... 16 mm
Shooting stock................................7247, 7291
Synopsis: The story of one year long journey 
to Australia told by four children. A docu­
mentary film about immigration, based on 
their experiences and supported by the Little 
Art Paint Gallery as they draw from images 
of the “ Emigration Camp’’ in Austria.
EORA CORROBOREE
Prod, company....................Corroboree Films
Pty. Ltd.
Producer...........................Michael Le Moignan
Directors........................................................ Yuri Sokol,
Michael Le Moignan
Scriptwriters..................Michael Le Moignan,
Larry Lucas
Based on the original idea
by................................. Michael Le Moignan,
Larry Lucas
Photography..............................Michael Edols
Sound recordist...........................................Mark Brewer
Editor.................................................................Liz Stroud
Consultant producer....................................Will Davies
Assoc, producer..........................................Larry Lucas
Prod, co-ordinator...................... Bee Reynolds
Prod, secretary..................................... Jo-anne Duncan
Prod, accountant.................................... Dianne Brown
Prod, assistant...........................................Susie Aboud
1 st asst director...............................................Liz Stroud
Producer’s assistant............................... Casey Ryan
Camera assistant..........................................Rod Hinds
Lighting assistant.................................Peta Hill
Make-up............................... Wendy Sainsbury
Asst editors.............................Matthew Tucker,
Ruth Beach
Neg. matching...........................Kutthe Kaper
Musical director...........Frankie Franklin Kelly
Mixed at.................................Jon Marsh Studio
Laboratory.............................................. Cinefilm Lab
Lab. liaison.................................................Kelvin Crumplin
Budget.................................................$162,000
Length....................................................60 mins
G auge........................................................16mm
Synopsis: Playwright Bob Merritt has a 
dream of an artistic revolution, leading to a 
renaissance of Aboriginal culture. To make 
this dream a reality, he’s founded the Eora 
Centre for the visual and performing arts — 
with an initial enrolment of 60 full-time Abor- 
ginal students.
HOW THE WEST WAS LOST
Prod, company....... Frends Film Productions
Producer............................... Heather Williams
Director........................................ David Noakes
Scriptwriters............................David Noakes.
Paul Roberts
Based on the novel by................................. Don McLeod
Photography.............................................. Phillip Bull
Sound recordist......................Michael Raynes
Editor...........................................................Frank Rijavec
Researcher/consultant............... Paul Roberts
Additional research.............Marion Benjamin
Prod, co-ordinator................Heather Williams
Prod, secretary.................Film Type Services
Lighting cameraman................................Phillip Bull
Camera operator......................................Phillip Bull
Camera assistant...................................... Anne Benzie
2nd unit photography.................................Anne Benzie
Props......................................................... Marion Benjamin
Asst editor..........Strelly community members
Neg. matching..........................Tang Thien Tai
Still photography........................................Crew
Publicity.................................................. Heather Williams
Laboratory.............................................Colorfilm
Lab. liaison....................................Kerry Jenkin
Budget..................................................... $70,000
Length................................................60 minutes
Gauge........................................................ 16 mm
Shooting stock.......................................7291/94
Cast: Jacob Oberdoo, Crow Nyangumarda. 
Snowy Judamai, Don McLeod, the Strelley 
community.
Synopsis: How the West Was Lost is the
story of the Aboriginal pastoral workers' 
strike 1946-49 told through a combination of 
documentary and dramatic reconstruction. 
Aboriginals in the north-west were virtually 
slaves to the large pastoral operators until 
they began to question their lot with the help 
of white prospector, Don McLeod. In 1942, 
McLeod met with hundreds of Aboriginals 
from the Pilbara region and after six weeks 
of meetings it was decided the only way to 
achieve justice was to strike, after WWIi. 
This is the story of their struggle as told by 
those who lived it.
MESSENGERS OF THE GODS
Prod, company.................. Tsurukame Pty Ltd
Dist. company........Lionheart Television Inc.
Director............................................................Ken Taylor
Scriptwriter.....................................................Ken Taylor
Based on the original idea
b y ..........................................Dr Hugh Lavery
Editor........................Kestrel Film Productions
Prod, designer...........................Bronwyn Holm
Exec, producer...................... Dr Hugh Lavery
Prod, liaison........................Queensland Parks
and Wildlife Service, 
Queensland Film Commission
Narrators...................................................... Judy Davis,
Richard Oxenburgh
Laboratory............................................Colorfilm
Length................................................................50 minutes
Shooting stock.................................7291,7294
Synopsis: The role and uses of the crane 
family of birds in human societies throughout 
the world, from prehistoric to present times. 
It vividly illustrates the beauty and the value 
of wildlife in the affairs of man.
MOVIE HORSES DOWN UNDER
Prod, company............................. John Sexton
Productions FTy Ltd
Producer...................................................... John Sexton
Director....................................................... Heath Harris
Scriptwriter..................................................Suzy Jarratt
Photography................................................ Greg Hunter
Camera assistant................................ Warwick Rankin
Length............................................................... 47 minutes
Gauge....................................................... 16 mm
Synopsis: A documentary about the history 
of movie horses in Australia, featuring the 
horses and the stars who rode them from 
1906 to the present.
NORTH WEST TASMANIA
Prod, company...................... Tasmanian Film
Corporation Pty Ltd
Producer.......................................................John Honey
Director....................................Robin Levinson
Scriptwriter..............................Robin Levinson
Gauge....................................................... 16 mm
Synopsis: A tourist promotional film about 
Tasmania’s North West coast. Produced for 
the Tasmanian Department of Tourism.
RETURN OF THE LEVIATHAN
Prod, company..................Dreamtime Images
Productions
Producer.......................................................Ross Isaacs
Directors.......................................................Ross Isaacs,
Michael Fanning
Scriptwriter..................................................Ross Isaacs
Photography........................ Michael Fanning,
..... Ross Isaacs
Editor........................................ Robert Blasdall
Composer..................................................Sandy Pollard
Exec, producer............................................John Isaacs
Prod, accountant........................................Brian Grace
Prod, assistant.............................................. Kim Cardow
Continuity.......................................................Kim Cardow
Field assistants.......................................... Dean Lee.
Mike Osmond, 
Mark Simmons
Scientific adviser....................................... Helen Sneath
— Pacific Whale Foundation
Underwater cameraman..............Ross Isaacs
Asst editor.......................................................Kim Cardow
U.L. pilot......................................................Peter Reed
Laboratory............................................ Colorfilm
Prod, liaison.......................Damian McGreevy
. . (Q.N.P.W.S.)
Length................................................................5 0  mins
Gauge........................................................16 mm
Shooting stock.................................7291,7294
Synopsis: A documentary about one of the 
most mysterious, graceful and intelligent 
creatures on this planet. It will show the 
impact of whaling in Australia and how the 
death of this industry may have saved this 
natural wonder of the sea.
SOMETHING OF THE TIMES
Proa, company...................Australian Institute
of Aboriginal Studies
Dist. company....................Australian Institute
of Aboriginal Studies
Director.......................................Kim McKenzie
Photography...............................Kim McKenzie
Sound recordist........................ Kim McKenzie
Editor...........................................Kim McKenzie
Composed and
performed by...................Cathie O ’Sullivan.
Chris Sullivan
Neg. cutting..........Negative Cutting Services
Mixer.............................................United Sound
OpticaJs....................................... Acme Opticals
Laboratory....................................................Atlab
Length................................................4 5  minutes
Gauge........................................................ 1 6 mm
Synopsis: This film examines some of the 
remaining traces and memories of the 
buffalo shooting camps of the Northern Terri­
tory Defore WWII. White shooters relied upon 
local Aboriginal labor and the lives of certain
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Aboriginals came to revolve around the 
buffalo industry.
SPOT THE LESBIAN
Prod, company........................East and Sellar
Dist. company.......................... East and Sellar
Producer.........................................................Gill Sellar
Director....................................................... Kippy East
Based on the original idea
by.................................. Kippy East
Photography.........................Deborah Howlett
Sound recordists..................Cheryl Johnson,
Erika Birmingham
Editor....................................................Kate Uhe
Composer....................................Diane Barrett
Exec, producer..............................................Gill Sellar
Prod, supervisor........................................Kippy East
Music performed by...................The Budgies,
Diane Barrett
Tech, adviser........................Heather Williams
Budget...................................................... $7,373
Length...............................................60 minutes
G auge................................................Videotape
Synopsis: The basic aim of this documen­
tary about lesbianism is to dispel the myths 
and stereotypes which surround our 
sexuality in a positive way. The video covers 
such areas as young gay women, 'coming 
out’, and lesbian mothers. All the women 
appearing on it tell parts of their own stories. 
Hopefully, these and the impact of the video 
as a whole will be a truer source of informa­
tion to the community at large, as well as all 
those women who are, or may be lesbian.
TASMANIA — A CENTRE FOR 
SUBMARINE CONSTRUCTION
Prod, company......................Tasmanian Film
Corporation Pty Ltd
Producer...................................................... John Honey
Director.........................................................John Honey
Scriptwriter................................................. John Honey
Photography.................................. Gary Smith
Sound recordist............................Julian Scott
Videotape editor....................Alvin de Quincey
Prod, assistant...................... Karen Merchant
Camera assistant..................Adam Kropinski
Sound assistant.........................................Perry Dwyer
Length............................................................... 10 minutes
Gauge..................................... 1 -inch videotape
Synopsis: A film discovering the advantages 
of Tasmania as a centre for the construction 
of Australia's new generation of submarines.
SHORTS
BUY NOW, PAY LATER
Prod, company......................................Kelberg Productions
Producers...............................NSW Consumer
Affairs Department, 
Association of NSW Credit Unions
Director...............................Wendy Thompson
Scriptwriter...................................................Dick Jarvis
Photography.............................................Roger Buckingham
Sound recordist...................................... Steven Provis
Editor...........................................................Doug Howard
Prod, manager...................................... Norman Neeson
1 st asst director....................................Norman Neeson
Lighting cameraman........Roger Buckingham
Boom operator........................................Marcus Hides
Make-up.....................................................Sonia Smuk
Wardrobe.............................................Elizabeth Everett
Props....................................................Elizabeth Everett
Production liaison..................... Jo-anne Miley
Catering.................... Shoot Through Catering
Length...............................................18 minutes
Gauge.........................................................Video
Cast: John Godden (Peter), Nicholas Ryan 
(Tony), Gabrielle Shornegg (Tamar), Carole 
Skinner (Salesperson), Jenny Vuletic (Credit 
Protector), Colleen Fitzpatrick (TV sales­
person), George Leppard (Motorcycle sales 
assistant).
Synopsis: The narrative is written by twelve 
young people from Sydney, about the 1984 
Credit Act. It explores the protection given by 
the new legislation, through a group of 
young people who fall into credit traps. With 
expert advice, they are shown how to avoid 
problems with credit and how to help 
themselves.
THE MAGIC OF CRICKET
(Working Title)
Prod, company.....................The South Pole
Production Co.
Producer................................. Stephen Powell
Director....................................Stephen Powell
Scriptwriters......................... Michael Hughes,
Stephen Scerri, 
Berg Krikorian, 
Stephen Powell
Photography...........................Berg Krikorian
Composers.............................Michael Hlghes,
Stephen Powell
Length..................................................... 50 mins
Gauge....................................................... 35 mm
Shooting stock........................................ Kodak
Synopsis: In a few remote islands in the 
Pacific, they have found a substitute for 
head-hunting and war. They play the Game 
of Cricket to settle their disputes . . .
MURDER CAFE
Prod, company...............................Eye and Ear
Dist. company................................Eye and Ear
Producers...............................................Pantelis Roussakis,
Kimbel Hann
Director...................................................Pantelis Roussakis
Scriptwriter.............................................Pantelis Roussakis
Based on the original idea
b y........................................................ Pantelis Roussakis
Photography.......................Johnathon Larson
Editor...................................................... Pantelis Roussakis
Composer................................................... Colin Timms
Prod, co-ordinator....................Cathy Hughes
Prod, manager...................Colleen O'Rourke
Casting............................................Eye and Ear
Clapper/loader........................................ Steven Mackerras
Camera assistant................................... Steven Mackerras
Make-up.....................................Elizabeth Hall
Hairdresser...............................Elizabeth Hall
Special effects........................................... Peter Mullins
Still photography...................................... Cathy Hughes
Catering..................................Maria Roussakis
Laboratory............................................Colorfilm
Length...............................................................20 minutes
Gauge................................................................16 mm
Shooting stock.......................... Eastman 7291
Synopsis: Is it a daydream in a cafe? Or 
ritual execution? When our fear outgrows the 
real world.
MY LIFE WITHOUT STEVE
Prod, company......................................Galfilms
Producer.....................................................Digby Duncan
Director.......................................... Gillian Leahy
Scriptwriter....................................Gillian Leahy
Photography................................... Erika Addis
Editor........................................................Denise Haslem
Casting consultants............................ Forecast
Camera assistant..............Nicolette Freeman
Art director..................................................... Jan MacKay
Musical director.......................Elizabeth Drake
Laboratory............................................Colorfilm
Lab. liaison................................. Kerry Jenkins
Length.............................................................. 45 min
Gauge............................................................... 35 mm
Cast: Jenny Vuletic (Liz).
Synopsis: Liz has split up with her lover and 
is now living alone in a bedsitter overlooking 
the waterways of inner city Sydney. Her 
attempts to get herself out of her depression 
and to understand it, form a discourse about 
pain, obsession and romantic love.
THE ROOM
Prod, company........................ Odyssey Films
Producers........................... Steven Jacobson,
Marcus Corn
Director.....................................................Steven Jacobson
Scriptwriter.............................................. Steven Jacobson
Based on the original idea
by.......................................................... Steven Jacobson
Photography............................... Marcus Corn
Sound recordists.......................Marcus Adler,
Ben Lowe
Editors................................. Steven Jacobson,
Marcus Corn
Composer...................................................Peter Myers
Prod, assistant..........................................Jenni Cannon
Continuity.................................................... Toby Thain
Focus puller.......................................... Anthony Wilson
Clapper/loader.....................................Matthew Corn
Camera assistant.................................... Adrian Ward
Key grip...................................................... Steve Pawley
Asst grips.....................................Noel Abrecht,
" Scott McLure
G affer...................................................Cameron Wallace
Electrician...............................................Gideon Warhaft
Wardrobe....................................Sarah Lazzari
Props buyer................................................. Leon Baina
Special effects............................ Rolland Pike
Still photography........................ Chris Lazzari
Tech, adviser.............................................. John Jacobson
Best boy........................................................Nick Towler
Publicity.........................................................Neil Ward
Budget......................................................$2,000
Length...............................................................25 minutes
G auge.............................................Super 8 mm
Shooting stock.......................Kodachrome 40,
Ektachrome SM 7244 
Cast: Rachel Friend (Melissa), Adele Hakin 
(Carol), Natalie Lewenberg (Jenny), Chris 
Ward (Matt).
Synopsis: At first, The Room seemed just 
like any other but. to four children left alone 
in the house one night, it would become a 
nightmare — something beyond their 
comprehension. A special kind of fantasy 
drama.
SEA
Prod, company.....................................SBACL
Producer...................................................... John Barker
Director....................................................... John Barker
Scriptwriter................................................. John Barker
Based on the original idea
by...............................................................John Barker
Photography............................................... John Barker
Sound recordist.................................... Barbara Barker
Editor............................................................ John Barker
Prod, designer.......................Christine Barker
Exec, producer........................................... John Barker
Animation.................................................... John Barker
Length.................................................... 11 mins
Gauge....................................................... 1 6  mm
Synopsis: ‘Sea’, part one of the ‘Earthlight’ 
trilogy, explores the expressive potential of 
line and color. Exploiting the theories of 
abstract and kinetic art the film attempts to 
reveal the unity of nature.
SELLING IS COMMUNICATION
Prod, company..........................................Movie Craft
Dist. company...........................................Movie Craft
Producer....................................David Coldham
Director....................................... Brian Muhling
Scriptwriter............................... David Coldham
Based on the original idea
by............................................ David Coldham
Crew..................................................B. Muhling,
D. Coldham, 
P. Clark
Photography....................................B. Muhling
Budget..........................................................$850
Length...............................................................20 mins
Gauge..................................................... Super8
Shooting stock.............................................K40
Synopsis: Comedy documentary on selling, 
incorporating comedy situations, animation, 
stills and narration. Basically an entertaining 
sales training film.
SPIRITS
Prod, company....................... Meaningful Eye
Contact Pty. Ltd. 
(with assistance from the Creative 
Development Branch of the 
Australian Film Commission)
Producer.............................Alexander Proyas
Director............................... Alexander Proyas
Scriptwriters..................................... Alexander Proyas,
Peter Smalley
Based on the original idea
b y ..................................... Alexander Proyas
Sound recordist..............................Peter Miller
Editors............................................... Alexander Proyas,
Craig Wood
Composer........................................Peter Miller
Prod, supervisor...................................Norman Neeson
Prod, manager.......................Norman Neeson
Prod, accountant.............. G&S Management
Services
1st asst director..................... Norman Neeson
Art director.................................................. Sean Callinan
Costume designer................................ Carmen Dirigible
Choreography.............................................Tony Carmona
Neg. matching.....................................Negative Thinking
Music performed by.................................. Peter Miller
Sound editor...............................................Craig Wood
Mixer........................................................... Peter Miller
Still photography................................. "Fuzzy" Night
Animation........................................... Catherine Linsley
Tech, adviser............................... Alan Stewart
Publicity............................................................. F. Ferguson
Laboratory.............................................Cinefilm
Budget.................................................... $73,000
Length.....................................................50 mins
Gauge....................................................... 16 mm
Shooting stock............................................7291
Scheduled release..............................mld-1986
Synopsis: A crippled man and his fanatically 
religious sister live in a shack in the middle of 
a vast desert. The man dreams of leaving in 
a flying machine of his own invention. A 
comedy of the ironic.
THE UNBROKEN SPIRIT
(Working title The Stockman)
Prod, company....................... Gittoes & Dalton
Productions Pty Ltd
Producers...............................................George Gittoes,
Gabrielle Dalton
Director....................................................George Gittoes
Scriptwriters........................................... George Gittoes,
Gabrielle Dalton
Photography........................................... George Gittoes
Sound recordist...................................Gabrielle Dalton
Editor.......................................................George Gittoes
Editing asst................................................Ginny Heydon
Video effects.................................. Image East
Laboratory............................................Colorfilm
Lab. liaison........................Richard Piorkowski
Length.....................................................58 mins
Synopsis: The new generation of Northern 
Territory stockmen carry on a unique Austra­
lian tradition and lifestyle. This dramatized 
d cumentary allows the audience to get to 
know these characters, and the drama and 
excitement of their way of life, through a 
season in the saddle.
WHEN I KISSED YOUR LIPS THIS 
MORNING
Prod, company..........................Somnambulist
Productions
Director........................................ Greg Masuak
Camera operator............... Bronwyn Nicholas
Length...............................................20 minutes
Gauge........................................................16 mm
Progress............................................Production
Cast: Kris Wyld
Synopsis: A black comedy about a woman 
who suddenly decides to clear her life of all 
memories, including those of herself.
GOVERNMENT FILM 
PRODUCTION
FILM AUSTRALIA
ALCOHOL
Prod, company............................................Film Australia
Dist. company.............................................. Film Australia
Producer...................................................Macek Rubetzki
Director...................................Philip Robertson
Photography.................................Tony Wilson
Sound recordist...................Bronwyn Murphy
Editor............................................. Ray Thomas
Assoc, producer.............................. Ian Adkins
Gauge.......................................................16 mm
Synopsis: One of the “Real Life" series, the 
film follows a group of patients from a drug 
and alcohol treatment clinic during their last 
days in the clinic and the first few weeks of 
their return to the community as they 
struggle to cope with a world without drugs.
ARTISANS OF AUSTRALIA 
SOLID PLASTERING
Prod, company............................................Film Australia
Dist. company.............................................. Film Australia
Producer..............................................Elisabeth Knight
Director....................................................... Keith Gow
Photography................................. Kerry Brown
Sound recordist..................Rodney Simmons
Editor...........................................................Keith Gow
Assoc, producer...................Virginia Pridham
Length...............................................................12 mins
Gauge.......................................................16 mm
Synopsis: A fifth in the Artisans of Australia 
series produced for the Heritage Commis­
sion. Larry Harrigan is a third generation 
plasterer from Ireland. He has been working 
on the exterior of the Collingwood Town Hall 
for seven years.
BETTER BIKING
Prod, company............................Film Australia
Dist. company..............................Film Australia
Producer....................................Colleen Clarke
Director...........................................Nick Frazer
Scriptwriter.............................Peter Thoeming
Photography...............................................Ross King
Assoc, producer............................................. Ian Host
Unit manager..........................Marguerite Grey
Length............................................................... 15 mins
G auge................................................ Videotape release
Shooting stock............... Eastmancolor 16 mm
and Betacam
Synopsis: Made for the Federal Department 
of Transport, the program presents better 
riding techniques for motorcyclists.
CENSUS 86
Prod, company............................Film Australia
Dist. company.............................. Film Australia
Producer....................................................... Don Murray
Director.........................................................Stan Dalby
Photography.................Mick Von Bornemann
Sound recordist................. Rodney Simmons
Editor...................................................... Andrew Aristides
Unit manager................................................Rod Freedman
Producer's assistant.............Virginia Pridham
Lighting...................................................... Bruce Gailey
Camera assistant.............................. Jim Ward
Set/props....................................Ralph Gosper
Length...............................................40 minutes
G auge.................................................Videotape
Shooting stock.................................. Videotape
Scheduled release........................... November 1985
Synopsis: Training programs for Group 
Leaders and Collectors who will be working 
on the 1986 Census.
A DECADE OF WOMEN
Prod, company............................................ Film Australia
Dist. company...............................................Film Australia
Producer......................................DanielaTorsh
Director.................................Gillian Armstrong
Scriptwriter...........Jenny Nussinov/Albertson
Photography..................................... Sally Elliot
Sound playback........................................... Sue Kerr
Editor........................................................ Denise Hunter
Composer...................................................... Les Gock
Prod, manager............................................. Sue Evans
Producer's assistant................................. Clare Edwards
Lighting........................................................ Sally Bongers
Camera assistant...............................Wolfgang Knochel
Grip.......................................................... Stewart Green
2nd unit photography..................................Paul Elliott
Gaffer...........................................................Peter O ’Brien
Art director...................................................Jane Norris
Make-up.................................................... Penny Morrison
Wardrobe.................................................. Kerrie Brown
First a id ............................... Corrie Soeterboek
Mixer...........................................................Geoff Stiff
Research.................................................. Carole Sklan
Length.............................................................. 60 seconds
Gauge............................................................... 35 mm
Cast: Gia Carides, The Party Girls. 
Synopsis: 1976 was the beginning and 1985 
the end of the United Nations International 
Decade of Women. It was the time of great 
change for Australian women. Shot in the 
style of a rock clip, the main drama shows 
the career changes for one young woman 
over the last ten years.
DEMOCRACY
Prod, company............................................ Film Australia
Dist. company...............................................Film Australia
Producer................................................... Macek Rubetzki
Director.................................................. Graham Chase
Photography............................................... Tony Wilson
Sound recordist............................Leo Sullivan
Assoc, producer............................................ Ian Adkins
Gauge.......................................................16 mm
Synopsis: One of the "Real Life" series, the 
film follows a political candidate in a
marginal seat through the seven weeks of 
the campaign to the numbers coming in and 
the gathering of the faithful for the election 
night party.
DIABETES
Prod, company............................................ Film Australia
Dist. company...............................................Film Australia
Producer..............................................Elisabeth Knight
Director............................................. Keith Gow
Assoc, producer....................................Virginia Pridham
Length.....................................................20 mins
Gauge.......................................................16 mm
Synopsis: Mature onset diabetes is a
common problem with older people. This film 
shows us what diabetes is, how to manage it 
with diet and foot care and is a practical aid 
for use by people with diabetes.
DOCTORS
Prod, company............................................ Film Australia
Dist. company...............................................Film Australia
Producer...................................................Macek Rubetzki
Director........................................................ Tony Wheeler
Photography..............................................Steve Mason
Sound recordist............................................Max Henser
Editor.............................................................. Sue Horsley
Length.....................................................90 mins
Gauge....................................................... 1 6  mm
Synopsis: One of the “ Real Life" series, the 
film follows Dr Bruce Shepherd through the 
aftermath of the Medicare dispute. Shepherd 
is committed to the privatisation of health 
care and the film explores the personalities 
and the lifestyle of the surgeons and their 
relationships with the community.
DOUBLE X
Prod, company..........................Film Australia
Dist. company............................Film Australia
Producer.....................................DanielaTorsh
Director..............................Julie Cunningham
Scriptwriter........................Julie Cunningham
Editor............................................Annie Breslin
Composer...................................Dave Mason
Producer’s assistant........... Virginia Pridham
Animation.......................... Julie Cunningham,
Lee Whitmore, 
Don Ezard, 
Paul Livingston
Length...............................................11 minutes
Gauge....................................................... 35 mm
Synopsis: A woman’s eye view of the begin­
ning of civilization.
DOWN THERE
Prod, company......................... Film Australia,
Family Planning Association
Dist. company............................Film Australia,
Sabina Wynn
Producer.....................................Sabina Wynn
Director.......................................Sabina Wynn
Scriptwriters...............................Sabina Wynn,
Louise Cox, 
Claudia Vidal
Photography.............................. Sally Bongers
Sound recordist......................Vicky Wilkinson
Editor.........................................Denise Haslem
Exec, producer..........................DanielaTorsh
Producer’s assistant.........Rosalind Gillespie
Lighting.......................................Sally Bongers
Gaffer......................................... Lee Whitmore
Backgrounds............................. Lee Whitmore
Photography animation................. Don Ezard
Animator........................................... Pam Lofts
Length............................................. 20 minutes
Gauge.......................................................16 mm
Shooting stock............................................7291
Synopsis: An educational film about female 
reproduction and sexuality.
EQUAL PAY
Prod, company.........................Film Australia
Dist. company........................... Film Australia
Producer....................................Daniela Torsh
Director................................. Cynthia Connop
Scriptwriter........................... Cynthia Connop
Photography.................................. Erica Addis
Sound recordists..................... Averil Nicholl,
Sue Kerr
Unit manager........................ Marguerite Grey
Producer’s assistant............Rosalie Gillespie
Research............................................Sue Cram
Lighting...........................................Erica Addis
Length..............................................48 minutes
Gauge....................................................... 16 mm
Shooting stock............................................7294
Synopsis: History of the campaign for equal 
pay for women.
IT HELPS TO BE SEEN
Prod, company..........................Film Australia
Dist. company............................ Film Australia
Producer.................................... Colleen Clarke
Director......................................Chic Stringer
Scriptwriter............................Peter Thoeming
Photography...............................Greg Parsons
Sound recordist..........................................Doug McMurdo
Editor....................................................... Andrew Blain
Assoc, producer............................................. Ian Host
Unit manager............................................Robert Scott
Narrator....................................................... Barry Donnelly
Length............................................................... 10 mins
G auge............................................... Videotape
Shooting stock..................... Kodacolor 35 mm
Synopsis: Made for the Federal Dept of 
Transport the program encourages motor­
cyclists to be more conspicuous in 
appearance when riding by presenting- 
various traffic situations.
KIDS IN TROUBLE
Prod, company.............................................Film Australia
Dist. company...............................................Film Australia
Producer................................................... Macek Rubetzki
Director.......................................................... Sue Cornwell
Photography.................................Tony Wilson
Sound recordist...........................Leo Sullivan
Editor.............................................................. Les McLaren
Length............................................................... 90 mins
Gauge........................................................16 mm
Synopsis: One of the "Real Life” series, the 
film is about the criminal justice system and 
its treatment of juvenile offenders. The film 
includes, for the first time, footage shot in an 
Australian Court while cases are being 
heard.
MUSEUM OF AUSTRALIA
Prod, company.............................................Film Australia
Dist. company...............................................Film Australia
Producer................................... Colleen Clarke
Scriptwriter............................... John Patterson
Assoc, producer................... Virginia Pridham
Running time.........................................10 mins
Length.........................................................400 ft
Gauge....................................................... 16mm Eastman
Synopsis: A program designed to entertain 
and inform visitors to the Museum of Aus­
tralia of the innovative plans of the Museum.
NEWS
Prod, company............................................ Film Australia
Dist. company...............................................Film Australia
Producer................................................... Macek Rubetzki
Director...................................................Graham Chase
Photography...............................................Kerry Brown
Sound recordist.............................................Bob Hayes
Assoc, producer.............................. Ian Adkins
Camera assistant.............................. Jim Ward
Gauge....................................................... 16 mm
Synopsis: One of the "Real Life" series, the 
film is an inside study of life at the Sydney 
Morning Herald. The film looks at the daily 
process from the editorial decision-making, 
the news gathering, the meetings, to the late 
night rolling of the presses.
THE NEW WORLD
Prod, company...........................Film Australia
Dist. company.............................Film Australia
Producer................................... Colleen Clarke
Director...................................Cynthia Connop
Scriptwriter.............................Cynthia Connop
Assoc, producer...................Virginia Pridham
Length..................................................... 20 mins
G auge.................................................Videotape
Shooting stock....................................... Various
Synopsis: Made for the Department of 
Immigration, the program presents an 
historical overview of human settlement in 
Australia.
PRODUCTIVITY
Prod, company...........................Film Australia
Dist. company.............................Film Australia
Producer....................................Colleen Clarke
Director..................................... John Meagher
Scriptwriter............................... John Patterson
Photography................................Andy Fraser
Sound recordist..........................Howard Spry
Unit manager..............................Nene Morgan
Producer's assistant........................... Ian Host
Lighting............................................................ Ian Bosman
Camera assistant..............................Rod Hinds
Length...............................................................24 minutes
Gauge.................................................Videotape
Scheduled release..................November 1985
Synopsis: Produced for the Australian Pro­
ductivity Council in association with the 
ACTU, a documentary presenting the results 
of worker-management consultation in the 
area of productivity improvement.
RUNNING FROM THE GHOST
Prod, company.............................................Film Australia
Dist. company...............................................Film Australia
Producer................................................... Macek Rubetzki
Director..........................................Nick Torrens
Photography................................Andy Fraser
Sound recordist.........................Rod Simmons
Editor............................................. Nick Torrens
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Wanted & Positions Vacant
For quality 35 mm sci-fi/adventure/war/car action/feature films — to be 
shot in Australia and other countries (replies from USA, Europe, Asia, 
etc. welcome, include your phone number).
We are perfectionists and award winners, prepared to go to great lengths 
to search out (hence this ad) and where necessary develop products and 
people that are “just right”. We value character (we like quiet, 
knowledgeable, patient, etc., people) more than experience. Write to us if 
you see yourself as: assistant, acting talent, line producer, artist, 
designer, machinist, technician, etc. or consultant/supplier o f props, 
wardrobe, weapons, Techniscope, Kodachrome, warfare, cars and heavy 
vehicles, computer graphics, electronics, servo motors, locations, etc. 
If you think you have anything to contribute, or if you know of anyone 
who has, please send fullest information, in your own longhand, to 
Executive Producer, P.O. Box 333, Bondi Beach, N.S.W. 2026, Australia. 
We would prefer not to have to return anything; enclose s.a.s.e. if  you 
want anything returned. Angol Holdings Pty Ltd. T el. (02) 309 2221
FOR SALE
Rare o p p o rtu n ity  to  a cq u ire  an im m a cu la te  p ro fess iona l 
p a cka g e  c o m p ris in g :
★  Arriflex 35 2CBV with pilotone
variable shutter.............................................. ........$15,500
★  Anglneaux4:1 zoom lens..............................
★  Portable 3 wheel NCE camera
....... $11,200
dolly ............................................................... .......  $1,400
★  Moviola UD 20S 35/17.5mm.......................... ....... $16,800
★  Beaulieu RC16...............................................
★  Lighting — various
FU R TH ER  D ETA ILS : PH: (02) 389  4724
.......  $1,200
■
.
WÈÊÈm.WmmWÊÊiÊÈÊm
1
“The Flying Doctors” 1983 T.V. Series 
“Robbery Under Arms” 1984 Feature 
“The Henderson Kids” 1984 T.V. Series 
“Playing Beatie Bow” 1985 Feature 
“Butterfly Island” 1985 T.V. Series
For further information 
phone Kerry Hohenhaus
Starsound
Sir Samuel Griffith Drive, Mt. Coot-tha. QUEENSLAND 
Phone: (07) 369 9999'
• 24 track recorder
• Necam 11 Computer Mixdown system
• Q-lock Vision-to-Sound Synchroniser
• 16/17.5/35M.M. Sprocket Record/Playback
• 3,500 sq. ft. sound stage that accommodates a 120-piece orchestra
• Full Dolby noise reduction 
Complete sound mixing facility
Credits Include:
Assoc, producer.............................. Ian Adkins
Unit manager..............................................Gerry Letts
Interpreter..................................................Sarah Poon
Length................................................................48 mins
Gauge........................................................16 mm
Synopsis: A film set within the Chinese com­
munity of Hong Kong. Here, people know 
little of the romantic social life generated by 
British presence. The film is about two 
hawkers, a squatter and their families as 
they struggle to make a home and a living in 
the face of a well-organised bureaucracy.
THE SCIENCE OF WINNING
Prod, company..........................Film Australia
Dist. company............................ Film Australia
Producer.......................................... John Shaw
Director................................ Don Featherstone
Scriptwriter......................... Don Featherstone
Photography............................ Andrew Fraser
Sound recordist............... Rodney Simmons
Editor.........................................Lindsay Frazer
Exec, producer.............................Tom Haydon
Assoc, producer...........................Gerald Letts
Lighting.......................................... Ian Bosman,
Bruce Gailey
2nd unit photography............... John Hosking
Narrator............................. Stephen O ’Rourke
Length............................................... 48 minutes
Gauge........................................................16 mm
Shooting stock.....Eastmancolor neg. 7291/4
Scheduled release................ November 1985
Synopsis: Australia's international reputa­
tion for sporting prowess since the heady 
days of the 1950s and early 60s has declined 
markedly . . . why? Science is now being 
applied to Australian sport in an attempt to 
restore our reputation.
SINGLES
Prod, company............................................ Film Australia
Dist. company...............................................Film Australia
Producer...................................Macek Rubetzki
Director.........................................Karl McPhee
Photography................................ Tony Wilson
Sound recordist.......................... Leo Sullivan
Editor......................................... Lindsay Fraser
Length..................................................... 90 mins
Gauge........................................................16 mm
Synopsis: One of the “ Real Life” series, the 
film is a foray into the world of the 
unattached. Charles is recently divorced and 
struggling to get his life together. He is in 
love and trying to establish a relationship. At 
the same time, a small group of women vie 
for his attention.
ULURU — AN ANANGU STORY
Prod, company.............................................Film Australia
Dist. company...............................................Film Australia
Producer........................................................Don Murray
Director.......................................................David Roberts
Scriptwriter.................................................David Roberts
Photography...................................Tony Gailey
Sound recordists.......................Max Hennser,
Rodney Simmons
Editor.............................................................. Ray Thomas
Producer’s assistant..................................Trish DeHeer
2nd unit photography............................Andrew Fraser
Length............................................................... 50 minutes
Gauge................................... 16 mm, videotape
Scheduled release..............................February 1986
Synopsis: Uluru — An Anangu Story is a 
unique portrayal of Australian history. Rarely 
if ever before has the opportunity been avail­
able to present the entire history of an area, 
from the times before the white man to the 
present day through the perspective of 
Aboriginals whose lives have spanned such 
a period. The program is set against the 
backdrop of Uluru (Ayers Rock) and is a 
personal, human story.
THE VISIT
Prod, company.............................................Film Australia
Dist. company...............................................Film Australia
Producer...................................Macek Rubetzki
Director.........................................................Tony Wheeler
Photography..................................Tony Wilson
Sound recordist............................................Leo Sullivan
Editor...............................................................Sue Horsley
Assoc, producer........................................ Clare Edwards
Gauge....................................................... 16 mm
Synopsis: One of the “ Real Life” series, the 
film is about a Vietnamese refugee family 
and the visit to Australia of a son they 
haven’t seen for four years. A moving film 
which witnesses the family's attempts to 
come to terms with their past and to share 
their present with their son.
YIRRKALA ADVENTURE
Prod, company.............................................Film Australia
Dist. company...............................................Film Australia
Producer...........................................................Ian Dunlop
Director.......................................................Edwin Scragg
Scriptwriter.................................................Edwin Scragg
Photography............................................. Edwin Scragg
Sound recordist....................................... Robert Cutcher
Editor.......................................................... Edwin Scragg
Assoc, producer......................Nigel Saunders
Camera assistant.......................................Allan Dunstan
Narrator.....................................................Patrick O ’Hara
Running tim e......................................... 50 mins
Length...................................................... 1885 ft
Gauge.......................................:................16 mm
Shooting stock............................Eastmancolor
Synopsis: A party of children and two 
teachers from Canberra’s Ginninderra High 
School visit Yirrkala in north-east Arnhem 
Land. As guests of the Aboriginal people 
they take part in a variety of activities both at 
Yirrkala and also at one of its remote clan 
homeland centres, where they experience 
living off the land. By the end of their two- 
week stay a real bond of affection has been 
established between the Canberra and Yirr­
kala kids.
FILM VICTORIA
ALL IN TOGETHER
Prod, company..........................Can-Aus Films
Dist. company............Focal Communications
Producers..................................................... Mike Boland,
Tarni James
Director.........................................................Mike Boland
Photography................................................ Mike Boland
Sound recordist......................................George Craig
Editor..........................................Tony Patterson
Exec, producer......................................Vincent O ’Donnell
Prod, co-ordinator...................................... Sally Semmens
Musical director......................................... Chris Copping
Mixer............................................................. Tony Patterson
Laboratory........................................... Cinevex
Budget....................................................$25,000
Length................................................................23 mins
Gauge........................................................16 mm
Synopsis: A film made for the Department of 
Sport and Recreation and the Victorian 
Camping Association concerning the
Integration of disabled people into the
Residential Camping Program.
COMPETITIVE EDGE
(formerly Beyond 2000)
Prod, company............................................ VTC
Producer.....................................................Janet Coleman
Director........................................................... Mai Bryning
Scriptwriter...................................................Alex Dumas
Sound recordist................................... ian Ryan
Editor............................................................John Barber
Composer....................................................Chris Copping
Exec, producer...................... Vince O ’Donnell
Prod, assistant................. Samantha Toffoletti
Art director..................................................Chris Worrall
Mixed a t ........................................................ VTC
Laboratory.....................................................VTC
Lab. liaison.............................Michael Conkey
Budget.....................................................$80,000
Length...........  ......................................... 20 mins
Gauge...................................................................1 inch
Shooting stock.................................. Videotape
Synopsis: Victorian promotional film for use 
with senior managem ent personnel, 
especially corporate investors and in 
European and the northern Pacific ring 
countries.
FREE CLIMBING
Producer................................. Sally Semmens
Director.....................................................Natalie Green
Scriptwriter.............................. Louise Sheoard
Photography............................................ Natalie Green
Exec, producer..................Vincent O ’Donnell
Exec, assistant.................. Mary Gustavsson
Length...............................................................20 minutes
Gauge............................................Super 16 mm
Shooting stock...................................Eastman
Synopsis: A film that promotes rock 
climbing and encourages others to try the 
sport. The film will feature experienced 
women climbers.
THE FRENCH COLLECTION
Prod, company................................. MT Prods
Producer.................................................. Steven Cozens
Director.....................................................Steven Cozens
Liaison......................................................... Juliet Grimm
(Film Victoria)
Exec, producer................. Vincent O ’Donnell
Length..................................................... 23 mins
G auge.................................................Videotape
Synopsis: A film about Madame Toussaint’s
visit to Australia to study the Neville Scott
Collection.
INTEGRATION OF DISABLED 
PEOPLE INTO CAMPING 
PROGRAM
Prod, company..........................Can-Aus Films
Director.........................................................Mike Boland
Sound recordist......................................George Craig
Exec, producer................. Vincent O’Donnell
1 st asst director........................... Tanya James
Camera operator.........................................Mike Boland
Musical director.........................................Chris Copping
M ixer...................................................Geoff Hill
Laboratory............................................. Cinevex
Budget.................................................... $24,000
Length..................................................... 20 mins
Gauge........................................................16 mm
Shooting stock.........................................Kodak
Synopsis: A film aimed at encouraging and 
promoting the integration of disabled people 
into residential camping programs.
NATIONAL HERBARIUM
Scriptwriters..................................... Jill Morris,
Mary Lancaster
Length...............................................................20 minutes
Gauge....................................................... 16 mm
Scheduled release................December 1985
Synopsis: A film to delve behind the bland 
scientific walls of an herbarium, to reveal the 
rich matrix of history, scholarship and 
common utility found there.
NEW SOUTH WALES 
FILM CORPORATION
CONSERVATION FARMING
Prod, company............The Production Team
Producer.......................................Prue Colville
Director.........................................Grant Harris
Scriptwriter......................... Stephen Measday
Photography................................ Laurie Burke
Sound recordist...........................Ric Creaser
Exec, producer..........................Peter Dimond
Prod, secretary...........................Venus Hanich
Length........................................... 3 x 3 minutes
Gauge...................................................Betacam
Synopsis: A series of video shorts in which 
the NSW Minister for Agriculture, Mr Jack 
Hallam, and three farmers discuss conserva­
tion farming. The farmers, from the north, 
central and southern areas of the State, 
explain their methods of conservation 
farming and the results they have achieved.
THE PREMIER STATE
Prod, company.......................... Juniper Films
Producer............................John Davy Tristram
Director....................................... James Wilson
Scriptwriter.................................Brian Hannant
Photography....................................... Phil Pike
Sound recordist.............................Ralph Steele
E itor................................................. Roy Mason
Composer.........................................Bob Davies
Exec, producer...........................Peter Dimond
Prod, manager...............Jannette Greenwood
Asst editor....................................................Cary Hamlyn
Mixer............................................................ Peter Fenton
Laboratory............................................Colorfilm
Lab. liaison..................................Brian Gerahty
Length............................................................... 18 minutes
Gauge........................................................16 mm
Shooting stock............................Eastmancolor
Synopsis: An overview of New South Wales 
emphasising the State’s stability and 
economic growth. It illustrates high-tech 
achievement, expanding financial develop­
ment, large reserves of raw materials and a 
desirable lifestyle.
SURVIVING PARENTHOOD
Prod, company......Tony Wilson Productions
Producers.....................................Tony Wilson,
Lucinda Struass, 
Margaret McHarg
Director........................................................Tony Wilson
Photography................................................Tony Wilson
Sound recordist...... ....................... Paul Brincat
Editors.......................................John Cameron,
Tram Broadcasts
Length...............................................................20 minutes
Gauge................................................... Betacam
Synopsis: Two groups discuss coping with 
parenthood — the effects a child has upon 
husband-wife relationships and the 
behaviour and attitudes developed between 
the parents and a child.
WOMEN’S FILM UNIT
HENRY HANDEL RICHARDSON
Prod, company..........................Film Australia
Dist. company............................ Film Australia
Producer.....................................DanielaTorsh
Director............................................ Jane Oehr
Scriptwriter...................................... Jane Oehr
Producer’s assistant..........Rosalind Gillespie
Length...............................................48 minutes
Gauge........................................................16 mm
Synopsis: A dramatized documentary on the 
life and work of the Australian novelist Henry 
Handel Richardson.
MUM’S AT UNI
Prod, company..........................Film Australia
Dist. company............................ Film Australia
Producer..................................... Daniela Torsh
Director..........................................................Ulla Ryghe
Scriptwriter....................................................Ulla Ryghe
Producer’s assistant...............Nigel Saunders
Length...............................................................60 minutes
Gauge......................................................... 1-inch video
Synopsis: What happens when mum 
decides to go to uni? How does this affect 
family relationships and what happens to 
mum? A study of mature age women who, 
since the mid-1970s are increasingly going 
back to study at the university.
WOMEN’S STUDIES SERIES
Prod, company.............................................Film Australia
Dist. company...............................................Film Australia
Producer................................................. Daniela Torsh
Director........................................................Lilias Fraser
Scriptwriter..................................................Lilias Fraser
Producer’s assistant.......... Rosalind Gillespie
Length.......................................10 x 20 minutes
Gauge....................................................... 16 mm
Synopsis: A series of Women’s Studies Pro­
grammes for junior, secondary and upper 
primary students in Australia. The series 
includes how women fought for the vote, the 
battle for access to universities, the struggle 
for equal pay, women politicians, women 
artists, women scientists, women lawyers, 
sportswomen and women writers. The pro­
grammes are being developed in conjunc­
tion with the Curriculum Development 
Centre of the Schools Commission and all 
State Educational Departments.
TELEVISION
PRE-PRODUCTION
CALL ME MR. BROWN
Prod, company................... The Kino Film Co.
Producer.....................................................Terry Jennings
Director............................................ Scott Hicks
Scriptwriters............................Terry Jennings,
Scott Hicks
Photography..................................................Ron Johanson
Editor.......................................................Andrew Prowse
Length..................................................... 90 mins
Cast: Chris Haywood (Peter Macari). 
Synopsis: A drama based on the extra­
ordinary events surrounding the 1971 
Qantas bomb hoax.
THE CHALLENGE
Prod, company...............................Roadshow,
Coote and Carroll/ 
Golden Dolphine Production
Producers.............................................. Tristram Miall,
Bob Loader
Scriptwriter.................................................David Phillips
Exec, producers............................Greg Coote,
Matt Carroll
Length.............................................. 6  x 60 mins
Synopsis: The Challenge traces behind the 
scenes winning by Australia of the America's 
Cup. A full dramatization of the guts, deter­
mination and the who-did-what-to-whom 
stories that have never been told before.
T H E  H A R P  IN T H E  S O U T H
Prod, company..................... Anthony Buckley
Productions Pty Ltd
Producer................................ Anthony Buckley
Director.................................... George Whaley
Scriptwriter.........................Eleanor Witcombe
Based on the novel by......................Ruth Park
Photography.................................................Paul Murphy
Editor........................................... Wayne le Clos
Prod, designer....................................... Bernard Hides
Composer......................................... Peter Best
Exec, producer......................Robert Mercieca
Prod, manager............................Carol Hughes
Location manager.....................................Robin Clifton
Prod, accountant.........Moneypenny Services
Casting........................................................Susie Maizels
Casting consultants.....Maizels & Associates
Publicity......................................... Network Ten
To be mixed a t ..........................................United Sound
Laboratory........................................... Colorfilm
Lab. liaison........................ Richard Piorkowski
Budget..............................................$4.2 million
Length......................................... 6  x 60 minutes
Synopsis: A mini-series based on Ruth 
Park’s best-selling novel of the same name.
IN B E T W E E N
Prod, company............ In Between Television
Productions Pty. Ltd. 
(A Trout Films/ 
Open Channel Co-Production)
Producers...................................................Chris Warner,
Kim Dalton
Directors......................................................Chris Warner,
Mandy Smith
Scriptwriters.....................Maureen McCarthy,
Shane Brennan
Based on the original idea
by.................................... Maureen McCarthy
Exec, producers............ Cinepak Investment,
Management Services Ltd.
Assoc, producer................Andrew Wiseman
Prod, accountant...................Roseby & Lenny
Pty. Ltd.
Mixed at............................................ Sound Firm
Budget..............................................$1,192,000
Length..............................................4 x 5 5  mins
Gauge.............................16 mm / 1 ” videotape
Synopsis: In Between is a four-part made- 
for-television mini-series about a group of 
four adolescents from Turkish, Kampu­
chean, Yugoslav and Anglo-Australian back­
grounds, facing the challenges and 
dilemmas of growing up in a multi-cultural 
society. It shows the pressures on them, the 
conflicts and difficulties they have to face, 
and the decisions they have to make as they 
are pushed into adulthood.
JO E  W IL S O N
Prod, company...........................Bilgola Beach
Productions Pty Ltd
Producer..................................Alexandra Cann
Director....................................Jack Thompson
Scriptwriter.............................. Keith Dewhurst
Based on short stories
b y ............................................ Henry Lawson
Exec, producer.............................. Ray Beattie
Laboratory...................................................Atlab
Length......................................... 6  x 60 minutes
Gauge........................................................16 mm
Cast: Matthew Fargher (Joe Wilson), Kim 
Krejus (Mary Wilson).
L O N G  T A N
Prod, company...........The Long Tan Film Co.
(proposed)
Scriptwriters............................................... David Horsfield,
Lex McAulay, 
Bruce Horsfield, 
Julianne Horsfield 
Based on the original idea
by............................................................ Bruce Horsfield
Exec, producer.........................................Bruce Horsfield
Prod, accountant......Manfred and McCallum
Length...................................................110 mins
Gauge........................................................35 mm
Synopsis: A recreation of the Battle of Long 
Tan, when an Australian patrol of 108 men 
fought off more than 1000 experienced Viet 
Cong. Based on survivors’ own gripping 
accounts, the story illustrates the thesis that 
the war in Vietnam was won militarily, but 
lost politically.
M O T H E R  A N D  S O N  
S e rie s  3
Prod, company.......................................... ABC
Dist. company............................................ABC
Producer..................................................... Geoff Portmann
Director....................................................... Geoff Portmann
Scriptwriter............................................Geoffrey Atherden
Composer.......................................Bill Motzing
Exec, producer...........................John O ’Grady
Prod, manager.......................Coral Crowhurst
Prod, secretary............................. Julie Vance
Prod, assistant..............................Anita Atkins
1 st asst director......................................... Brian Sandwell
2nd asst director..............Geoffrey Newnham
Length.............................................. 7 x 30 mins
Cast: Ruth Cracknell (Maggie), Garry 
McDonald (Arthur), Henri Szeps (Robert), 
Judy Morris (Liz).
Synopsis: The continuing trials of Arthur as 
he faces the problem of looking after 
Maggie, his ageing Mum.
N A N C Y  W A K E
Prod, company..................Syme International
Productions
Dist. company.............................Artransa Park
Television Pty Ltd
Producer........................................Jill C. Robb
Director.........................................Pino Amenta
Scriptwriters......................... Michael Brindley,
Moya Wood
Based on the novel by.........Russell Braddon,
plus additional material
Exec, producers.....................John Sturzaker,
Ray Beattie
Assoc, producer..................... Greg Ricketson
Art director............................... Josephine Ford
Length...................................... 3 x 120 minutes
Gauge...-.................................................... 16 mm
Cast: Noni Hazlehurst (Nancy).
Synopsis: The true story of the Australian 
war heroine, Nancy Wake, who fought with 
the French Resistance during World War II.
The story demonstrates that essential spirit 
of resistance and survival in the face of over­
whelming odds, when all seemed lost, cour­
ageous men and women refused to admit 
defeat; they organized and found a way to 
fight. '
NOT SUITABLE FOR ADULTS
Prod, company.................. It’s About Time Ltd
Producers.......................................Pat Hunder,
Geoff Pollock
Performance director.................. Leon Devine
Visual director..........................Garry Dunstan
Art director................................. Gilbert Moase
Costume designers...........Chong and Merkel
Musical director........................ Greg Thomas
Budget..................................................$695,000
Length................................. 13 x 30 minutess
Synopsis: A series for children/adolescents 
using comedy and music to explore the 
growing up process as experienced by a 
diverse group of 1 6  year old Australians. The 
world is explored through the eyes of the 
adolescent and, as the title suggests, no 
adults are seen. The format is "zany” and 
different and explores controversial issues.
THE PACK OF WOMEN
Prod, company..................Sideshow Alley Ltd
Producer.....................................................Diana Manson
Director........................................Ted Robinson
Scriptwriter..................................Robyn Archer
Based on the play by.................Robyn Archer
Composers..............................................Various
Assoc, producer.................Sandra Alexander
Prod, accountant......... Rosenfeld Kant & Co.
Producer’s assistant...............Cate Anderson
Casting................................Sideshow Alley Ltd
Musical director............................. Andrew Bell
Studios....................................................ABC-TV
Budget.................................................. $336,326
Length......................................................... 50-60 minutes
Cast: Robyn Archer.
Synopsis: The programme is based on the 
successful cabaret produced in London and 
across Australia. Consists of songs, prose 
and poetry fitted together to make up a 
mosaic of new ways of looking at women. 
Old images are juxtaposed with new lyrics, 
layers of irony and humour bring out startling 
meanings in familiar songs and new songs 
celebrate new women.
PETROV
Prod, company..............................................PBL Productions
Dist. company...............................................PBL Productions
Scriptwriter................................................... Cliff Green
Based on the original idea
b y ................................................. Sam Lipski
Length............................................. 4 x 60 mins
Gauge........................................................16 mm
Synopsis: The story of the defection of 
Soviet diplomat Vladimir Petrov in Canberra 
in 1954.
TRACY
Prod, company..............................................PBL Productions
Dist. company...............................................PBL Productions
Producers.......................................................Tim Read,
John Edwards
Directors.................................... Kathy Mueller,
Donald Crombie
Scriptwriters............................Leon Saunders,
Michael Fisher, 
Ted Roberts
Budget...............................................$4,509,000
Length.......................................3 x 120 minutes
Gauge........................................................16 mm
Synopsis: A mini-series based on the true 
story of Cyclone Tracy, which virtually 
destroyed Darwin in December 1974.
YOUTH IN AUSTRALIA ’85
(formerly International Year of the Youth)
Prod, company..........Communique Pty. Ltd.
Producers..................................................Hanafi Hayes,
Jim George
Prod, co-ordinator....... Roseanne Donaldson
Prod, manager........................................ Brenda Pam
Prod, accountant.......................................David Barnes
Length...............................................8 x 30 mins
Shooting stock...................................Videotape
Synopsis: The project is a series of eight 
television programmes designed to reflect 
the realities of being a young person in Aus­
tralia in 1985. "
PRODUCTION
ALICE TO NOWHERE
Prod, company............Crawford Productions
Producer.................................Brendan Lunney
Director........................................... John Power
Scriptwriter.................................................David Boutland
Based on the novel by..................Evan Green
Photography............................. David Connell
Sound recordist....................Andrew Ramage
Exec, producers..................Hector Crawford,
Ian Crawford, 
Terry Stapleton
Assoc, producer..........................Michael Lake
Prod, co-ordinator..................... Leonie Jansen
Prod, manager................................... Grant Hill
Location manager...................... Murray Boyd
Unit manager...............................Peter Nathan
Prod, secretary.................................Fiona King
Prod, accountant.......................................... Rob Threadgold
1 st asst director.................................John Wild
2nd asst director......................................... Brett Popplewell
3rd asst director...........................Peter Nathan
Focus puller......................................Greg Ryan
Clapper/loader................. .......... Terry Howells
Key grip.....................................Ian Bennelleck
Asst grip....................................Stuart Crombie
Gaffer...........................................Stewart Sorby
Electrician...............................................Richard Tummell
Boom operator............................................Scott Rawlings
Art director..................................Phillip Warner
Asst art director......................... Sally Shepard
Make-up......................................Kirstin Veysey
Wardrobe..................................................Margot McCartney
Ward, assistant........................... -...John Shea
Props buyer..................................Lisa Graham
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RALPH & SUE CLARK 
15B Gilwinga Drive, 
Bayview Heights NSW 2104
PHONE: (02) 997 2368 
WORKSHOPS: (045) 73 6022 
AGENT: (02) 981 1622
RENOWNED FOR OUR RELIABILITY & PERSONAL SERVICE
The leaders in specialised location facilities, transport &  equipment
We supply make-up/wardrobe vans, camera vehicles, standby wardrobe, props & unit vehicles, wind machines, generators, aircraft and actors’ facilities. Also
all your =Budget w  requirements.
G
Standby props.................... Shane Rushbrook
Best boy.....................................Peter Maloney
Runner..............................Cameron Strachan
Publicity........................................Susan Wood
Budget............................................. $2.8 million
Length.........................................4 x 60 minutes
Gauge.......................................................16 mm
Shooting stock............... Eastman 5291,5294
Synopsis: A woman is murdered . . . a truck 
is hijacked . and terror comes to the 
loneliest road in the Australian outback. 
Alice to Nowhere is a story of desperate 
men and lonely people. It is an action- 
packed drama in which the characters act 
under the awesome influence of the vast 
emptiness that is the Australian outback.
FAME AND MISFORTUNE
Prod, company.......................................... ABC
Dist. company............................................ABC
Producer......................................................Noel Price
Directors.......................................................Noel Price.
Karl Zwicky
Scriptwriter................................................. John Jones
Script editor....................................................Bill Garner
Based on the novel by............................... John Jones
O.B. photography......................................John Tuttle
Studio photography.............Roger McAipine,
Adrian Harvey, 
Soner Tuncay, 
Greg Wilden
Sound recordist.........................................Peter Mills
Asst sound recordist................................. Gary Lund
Editors..........................................................Gary Watson,
Graham Slattery
Prod, designer........................Paul Cleveland
O.B. designer..............................................Rudi Joosten
Composer.......................................................Jim Hocking
Exec, producer........................................... Noe! Price
Prod, manager............... Margaret Greenwell
Prod, secretary............Amanda Andrewartha
1st asst directors........................................John Markham,
Ann Bartlett
2nd asst directors......................................John Slattery,
Mark Gibson
Continuity.....................................Lee Heming,
Kerry Bevan
Producer’s assistants................ Lee Heming,
Kerry Bevan
Casting........................................................ Greg Apps
Lighting director..................Peter Simondson
Technical producer............... Steve Pickering
Boom operator............................................Gary Lund
Costume designer...................... Judith Hurse
Make-up........................................................ Rae Cartwright
Wardrobe.............................................. Beverley Jasper
Props buyer............................................... Helen Williams
Special effects..............................................Rod Clack
Music performed by.................................. Astro Boys
Stunts co-ordinator.................... Chris Peters
Stunts......................... New Generation Stunts
Catering....................................................Sweet Seduction
Length.........................................................6 x 2 5  minutes
Cast: Myles Collins (Tim), John Flaus (Mr 
Hardy), Marie Redshaw (Mrs Hardy), Kylie 
Minogue (Sam), Olivia Ball (Tasha), Martin 
Sharman (John), Peter Hosking (Bernie), 
Ben Mendelsohn (Kong), Syd Conabere 
(Paddock), Helen Milte (Trish).
Synopsis: A story about a 15-year-old boy 
who is convinced he has a “gift” for the 
piano if only he can acquire one. To achieve 
his aim, he dreams up various moneymaking 
schemes, most of which fail spectacularly.
THE FAR COUNTRY
Prod, company...........Crawford Productions
Producer..............................John Barningham
Director...................................................George Miller
Scriptwriter............................. Peter Yeldham
Based on the novel b y ................. Nevil Shute
Photography..................................Ron Hagen
Sound recordist..................... John Wilkinson
Editor............................................... Adrian Carr
Prod, designer........................... Othello Stolfo
Exec, producers..................................... Hector Crawford,
Ian Crawford, 
Terry Stapleton
Assoc, producer.........................Michael Lake
Prod, supervisor...................C. Ewan Burnett
Prod, co-ordinator ....Bernadette O ’Mahoney
Prod, manager..........................Ray Hennessy
Unit manager........................... Struan Wilson
Location manager.......................................Don Linke
Prod, accountant......................................Vince Smits
1st asst director....................... Brian Giddens
2nd asst director.........................................Tony Forster
3rd asst director......................................Struan Wilson
Continuity..........................................Liz Perry
Focus puller...................................... Lewis Puli
Ciapper/loader.......................Gary Bottomley
Key grip................................... Joe! Witherden
Asst grip................................................ Warwick Simpson
Special fx co-ordinator............. Brian Pearce
Gaffer...........................................Brian Adams
Electrician................................... Tim Morrison
Boom operator...........................................Greg Nelson
Asst art director.............................. Bernadette Wynack
Make-up..................................................Maggie Coleve
Hairdresser............................ Christine Miller
Wardrobe................................Donald Lindsay
Ward, assistants.....................................Marion Boyce,
Reuben Thomas
Props buyer............................................. Murray Kelly
Standby props.......................... Martin Kellock
Set decorators.......................... Brian Dusting,
John Rouch, 
Darren Jones
Set construction......................................Robert Hearne
Asst editor.........................Rebecca Grubelich
Stunts co-ordinator................Glen Ruehland
Still photography.....................Terry Forrester
Armourer.....................................................Brian Holmes
Best boy.......................................... Jon Leaver
Runner............................................Phillip Stott
Publicity.....................................................Susan Wood
Catering........................... Bande Aid Catering
Nurse..................................... Joanne Scheffler
Budget...........................................................$2.8 million
Length.........................................................4 x 6 0  minutes
Gauge....................................................... 16 mm
Shooting stock....................................Eastman
Cast: Michael York (Carl Zlinter), Sigrid 
Thornton (Jennifer), Noel Trevarthen (Dr 
Stephen Edwards). Don Barker (Tom), Greg 
Carrol (Joe), Ilona Rogers (Jane), Swawomir 
Warbik (Stanislow), Yaneck Lubamin 
(Sandor).
Synopsis: A iove story, set in Victoria’s 
mountain region, between an English girl 
and a displaced Czechoslovakian migrant. 
During World War II, as a doctor in the 
German army, Carl Zlinter did things that 
he’d rather forget. But, in his new life as a 
construction worker on a road building 
project, he finds his past inescapable.
FIVE TIMES DIZZY
Prod, company........................... Samson Film
Services Ltd
Producer.......................................................Tom Jeffrey
Director........................................John Eastway
Scriptwriters............................Nadia Wheatly,
Terry Larsen
Based on the novel by............ Nadia wheatly
Sound recordist.......................................Martin Harrington
Composer.........................................Chris Neal
Prod, manager........................... Adriene Read
Location manager.....................Craig Sinclair
Prod, secretary..........................Julie Ploumer
Prod, accountant....................... Jill Coverdale
Asst accountant...........................Donna Willis
Continuity................................................ Sharon Goldie
Casting..........................................................Sue Parker
Extras’ casting.......................................... Jenni Kubler
Camera operator...........................Ian Marden
Boom operator.............................. Phillip Cole
Art director.............................Richard Roberts
Costume designer...............Miranda Skinner
Standby wardrobe.....................................Suzy Carter
Set dresser............................Sandy Wingrove
Still photography.....................................Robert McFarlane
Tut r/dialogue coach.................Joan Morgan
Art dept runner.....................Samuel Trumble
Catering......................................Out To Lunch
Studios.................................. Tram Broadcast
Mixed at.......................................Audio O'Brien
Budget.............................................. $1.4 million
Length....................................... 12 x 25 minutes
Gauge........................................................ Video
Synopsis: When the going gets tough the 
kids get going and the world goes five times 
dizzy. '
THE GREAT BOOKIE ROBBERY
Prod, company.....................PBL Productions
Pty Ltd
Dist. company......................PBL Productions
Pty Ltd
Producer..........................................................Ian Bradley
Directors................................................. Marcus Cole,
Mark Joffe
Scriptwriter................................................Phillip Cornford
Director of photography................Ellery Ryan
Sound recordist......................................... Lloyd Carrick
Editor...........................................................Kerry Regan
Pro , designer.......................................Michael Ralph
Prod, co-ordinator...................................... Vicki Poppleweli
Prod, managers.........................................John Jacob,
Mike Midlam
Unit/location manager....... Leigh Ammitzboll
Prod, secretary...........................................Kerry Stacey
Prod, accountant....................................Mandy Carter
Asst accountant...........................................Fran Lanigan
1 st asst directors....................................... Euan Keddie,
Bob Howard
2nd asst director....................................Hamish McSporran
3rd asst director..................Mark Chambers
Continuity.................................................... Julie Bates
Casting ............................................Joy Sargant
Extras’ casting......................... Melinda Foster
Focus puller......................... Leigh McKenzie
Ciapper/loader........................................Kattina Bowell
Key grip.......................................................Barry Hanson
Asst grip....................................................Darren Hanson
Gaffer.............................................................Ted Norsvan
Electrician................................................. Adam Williams
Boom operator.....................Chris Goldsmith
Art director.......................................................Ian Gracie
Wardrobe................................................... David Rowe
Make-up/hair........................................Amanda Rowbottom
Asst make-up/hair..................................Leanne White
Ward, assistant........................Heather Laurie
Standby wardrobe............... Kerry Thompson
Props buyer..............................Richard Hobbs
Standby props............................................ John Osmond
Special effects........................... Brian Pearce
Asst props buyers......................Andrew Paul,
Murray Gosson
Construction manager.........Graeme Gilligan
Stunts co-ordinator.................Chris Anderson
Armourer..............................................John Fox
Best boy........................................................John Brennan
Runners.........................................................Kris Gintowt,
Craig Griffin
Publicity........................................... Lyn Quayle
Publicity & Promotion
Catering...................................Kristina Frolich,
Michelle Gibson, 
Janette Fisher
Length...................................... 3 x 120 minutes
Scheduled release..........Nine Network, 1986
Cast: John Bach, Catherine Wilkin, Bruno 
Lawrence, Gary Sweet, Gary Day, Candy 
Raymond, Andy Anderson, Scott Burgess, 
George Spartels, Paul Sonkkila.
Synopsis: On April 21, 1976 the unimagin­
able shattered the traditional calm of the 
venerable Victorian Club in Melbourne.
Masked gunmen burst through the doors to 
relieve bookmakers of over $ 2  million in un­
traceable cash. This mini-series comes as 
close to the truth as anyone may ever come. 
To this day, no one has been charged with 
the crime. *■
THE LOCAL RAG
Prod, company..................................... ABC-TV
Producer..................................................... Keith Wilkes
Director........................................................Keith Wilkes
Scriptwriter..................................................Coral Drouyn
Based on the original treatment
by..............................................................Colin Talbot,
Stephen Rice
Script editor..................................... Bill Garner
Prod, designer...........................Alwyn Harbott
Prod, secretary................................Sarah Hall
Prod, assistant..............................................Lee Heming
1 st asst director......................................Maggie Goller
Continuity...................................................... Lee Heming
Casting.............................................Greg Apps
Lighting director.............................Ron Cromb
Synopsis: Down to earth story of a mixed 
group of professionals and casuals, 
transients and permanents, who make up 
the production crew of a suburban news­
paper.
NEIGHBOURS
Prod, company...................Grundy Television
Pty Ltd
Dist. company....................Grundy Television
Pty Ltd
Producer......................................................John Holmes
Directors............. .........................Greg Shears,
Mandy Smith, 
Russell Webb, 
Mark Joffe
Scriptwriters..................Adrian Van Den Bok,
Valda Marshall, 
Robert Leys, 
Ginny Lowndes
Based on the original idea
b y .................................   Reg Watson
Editor...........................................................David Jaegar
Exec, producer............................................ Reg Watson
Assoc, producer................................... Andrew Howie
Prod, co-ordinator............................ Jan Irvine
Prod, manager.................................. Mick Mills
1st asst director............................Peter Askew
Casting................................................Jan Russ
Make-up............................................ M. Brown,
B. Smith
Hairdressers.................................Daryl Porter,
Doug Glanvllle
Wardrobe....................... Lucinda McGuiggan
Ward, assistant.................... Frennesey Cook,
Di Helbig
Runner............................ Marcus Georgiades
First released.................................March 1985
Cast: Francis Bel! (Max Ramsay), Dasha 
Blahova (Maria Ramsay), David Clencie 
(Danny Ramsay), Peter O'Brien (Shane 
Ramsay), Alan Dale (Jim Robinson), Kylie 
Flinker (Lucy Robinson), Darius Perkins 
(Scott Robinson), Stefan Dennis (Paul 
Robinson), Vicki Blanche (Julie Robinson). 
Anne Haddy (Helen Daniels).
Synopsis: Love ’em or hate ’em, but every­
one’s got ’em; Neighbours. Ramsay Street 
. . .  the stage for an exciting drama serial. . . 
drawing back to curtain to reveal the intrigue 
and passions of Australian families . . . and 
their neighbours.
PROFESSOR POOPSNAGLE’S 
STEAM ZEPPELIN
Prod, company.......................................Grundy Motion
Pictures Pty Ltd
Pr ducer.................................................... Roger Mirams
Directors................................................. Howard Rubie,
Russel Webb
Scriptwriters.............................Bruce Stewart,
Betty Quin, 
Rick Maier, 
Ken Saunders
Based on the original idea
by............................................................ Roger Mirams
Sound recordist.......................Lloyd Coleman
Editor.........................................Gabe Reynaud
Exec, producer............................... Ian Holmes
Assoc, producer...................Robert Guillemot
Prod, supervisor.................. Emanuel Matsos
Prod, co-ordinator..............................Margaret Siarke
Prod, accountant....................................... Judy Coffey
Prod, assistant.................... Joanne Charlton
1st asst director............................ Tim Higgins
2nd asst director...................................... Jamie Crooks
3rd asst director..............................David Byak
Continuity............................Margot Snellgrove
Casting...........................................................Sue Manger,
Helen Salter
Lighting cameraman..................... Kevan Lind
Focus puiler................................... John Lomax
Camera assistant........................... Chris Cole
Key grip.......................................Lester Bishop
Asst grip...........................................Terry Cook
Gaffers....................................................... Roger Wood,
Derek Jones
Boom operator...........................................Andy Duncan
Art director.....................................................Ken McCann
Make-up............................................ Cassandra Hanlon
Wardrobe................................................Heather McLaren
Ward, assistant..........................Andrea Burns
Props buyer....................................Kerrie Reay
Standby props........................................... Philip Cumming
Set decorator....................................Scott Bird
Carpenter................................... Ian Hathaway
Set construction.....................................Alistair Thornton
Asst editors.............................................. Simon Smithers,
Robert Werner
Editing assistants....................................Simon Smithers,
Robert Werner
Best boys........................................Mike Wood,
Paul Booth
Runner............................................. Henk Prins
Publicity........................................... Liz Harvey
Catering...................................... Kaos Katering
Mixed a t ......................................................Atlab
Laboratory..................................................Atlab
Length...................................... 6  x 120 minutes
Cast: Jose Caffarel (Garcia), Philip Henville 
(Peter), Ken Talbot (Shorty), Kelan Angel 
(Matt), Tonya Wright (Joanne), Melissa 
Kounnas (Robin), Justine Clarke (Carmen), 
Marc Gray (Mike), Gerry Duggan (Professor 
Poopsnagle), Ric Hutton (Count Sator). 
Synopsis: A group of country children run a 
holiday camp for city children — there are 
horses and trail bikes, an old mining town 
and caves to explore and, best of all, very 
little adult supervision. Professor Poop­
snagle is searching for a long lost form of 
super steam power which requires various 
minerals. The names and locations of these 
minerals have been engraved on golden 
salamanders and hidden in the area around 
Secret Valley. With the help of Dr Garcia, 
Professor Poopsnagle’s nephew Peter and 
the children from Secret Valley they set out 
to unravel the riddle of the salamanders.
RETURN TO EDEN
Prod, company................... Eden Productions
Producer........................................Tim Sanders
Directors........................................ Rod Hardy,
Arch Nicholson, 
Kevin Dobson
Photography......................................Yuri Sokoi
Sound recordist............................................Tim Lloyd
Editor supervisor..................... David Huggett
2nd editor.......................................Kim Moodie
Prod, designer.................................... Laurence Eastwood
Exec, producer..............................Hal McElroy
Assoc, producer...................... Keith Aberdein.
Prod, co-ordinator.......................Fred Harden
Prod, manager....................................... Sandra Alexander
Location/unit manager............................. Hugh Cann
Asst unit manager........ Richard Montgomery
Prod, secretary......................Joanne Rooney
Prod, accountant..................................Michael Boon
Prod, assistant.........................................Jenny Ward
1 st asst directors.....................James Parker,
Barry Hall
2nd asst director......................Nick Reynolds
3rd asst director............................ Paul Manos
2nd unit director.....................Michael Falioon
Continuity...............................Kristin Voumarc
2nd unit continuity..................... Gayle Pigalle
Script supervisor..........................................Ray Kolle
Accountant assistant............ Louise Lanceley
Casting......................................M & L Casting,
Suzanne Johannesen, 
Sue Muggleton
Script typist..................................Rose Hansen
2nd unit/2nd cameraman.......... Murray Ware
Camera dept co-ordinator......Helen Galbrith
Camera ooerator......................Martin Galbrith
Focus pulier.............................................Calum McFarlane
Ciapper/loader......................... Phillip Murphy
2 nd focus puller/
camera assistant................. David Dunkley
Grip.................................... Grahame Litchfield
Asst grip........................................Ian McAipine
Post-production supervisor......... Brian Hicks
Post-production sound................. Tim Lloyd
1st electrics...............................Grant Atkinson
Studio electrics........................................... Paul Johnstone,
Tony Lang
Boom operator............................................. Phil Tipene
2nd boom.................................. Peter Giddings
Art director................................Marta Statescu
Design consultant....................Kathy Simpson
Make-up.................................. Rosalina D’Silva
Hairdresser............................................Francia Smeets
Wardrobe....................................................... Miv Brewer,
Pia Kryger
Standby wardrobe......................Margot Grace
2nd unit make-up.............................Christiana
Props buyer................................Fran Holloway
Standby props.......................... Julianne White
Standby props 2nd unit...........Michael Makin
Stage hand.................................Glen Flecknoe
Set construction manager......Rob Ricketson
Standby constructions.........Brendan Shortal'
Asst editor.................................................Carrie Beehan
Business affairs manager..... Garth Symonds
Financial manager...................... Kevin Wright
Financial director............................ Rob Fisher
Dubbing editors............................Les Fiddess,
Tony Vaccher
Dubbing assistants................................. Simon Smithers,
John Dennison
Safety officer............................................Rocky McDonald
Still photography.............................Vivian Zink
2nd best boy...........................   Ray Kalcina
Production runner....... Toby Churchill-Brown
Unit publicist..........................Victoria Buchan
Catering.......................................... John Welch
(Action Catering)
Post-production sound
facilities..............................Spectrum Films
Mixed at...............................................Videolab
Laboratory.......................................... Colorfilm
Post-production..................................Videolab
Length..................................... 22 x 60 minutes
Gauge....................................................... 16 mm
Cast: Rebecca Gilling (Stephanie Harper), 
James Smillie (Dan Marshall), Daniel Abineri 
(Jake Sanders), Peta Toppano (Jilly 
Stewart), Peter Cousens (Dennis), Megan 
Williams (Cassie Jones), Angelo D’Angelo
(Angelo Vitale), Peter Gwynne (Bill Mc­
Master), Warren Blondell (Tom McMaster). 
Synopsis: The story begins seven years 
later, Stephanie Harper — Australia’s richest 
woman — has been happily married to her 
plastic surgeon husband. Her two children 
are now young adults, involved in the Harper 
‘empire’ and in their own problems. The 
release of Jilly Stewart from prison starts a 
dramatic chain of events.
SATURDEE
Prod, company................... L J Production Ltd
Dist. company.......................7 Network (Aust.)
Producers................................................... John Gauci,
Louise Hall
Director.........................................................John Gauci
Scriptwriters.......................Judith Colquhoun,
Peter Hepworth
Based on the novel by.......... Norman Lindsay
Photography...........................John McDowall
Editor....................................... Scott McLeland
Exec, producer....................... Stephen Vizard
Assoc, producer........................................Frank Brown
Prod, supervisor........................................Frank Brown
Prod, secretary......................................... Sarah Byrne
Prod, accountant...........Maclean & Patterson
1st asst director.......................................... Kath Hayden
2nd asst director.............................Sigi Imitus
Continuity................................Robyn Crawford
Casting..................................... Lee & Jo Lamer
Camera operator............................ Phyl Cross
Camera assistant...................................... Sean Lander
Key grip...............................................Tony Hall
Gaffer..................................................... Malcolm Maiean
Costume designer......................................Rose Chung,
Chong & Merkel
Make-up.............................Vivien Rushbrook
Budget.............................................. $1.4 million
Length...................................... 10 x 30 minutes
Gauge................................ Shooting Betacam,
eventual release on 1 -inch tape 
Synopsis: Saturdee focuses on the exploits 
of Peter Gimble and his friends, providing us 
with a guided tour of the development of a 
boy into a young man. It explores the factors 
that impinge upon this deveiopment. Some 
of these factors, such as the concept of 
mateship are uniquely Australian, whilst 
others, such as the struggle against an older 
generation’s conservativeness are common 
to all adolescents. The series is set between 
the middle to late 1920s in and around 
Ballarat in Victoria.
WHOSE BABY?
Prod, company............Crawford Productions
Producer....................................Mark De Friest
Director................................................ Ian Barry
Scriptwriters.................................Vince Moran,
Peter Schreck
CINEMA PAPERS November — 57
H A C  M ^VED!
m m ,  P . o .  m a x
:  r > 2 9 & 8
|®iiR Mfcw A&frR&SS IS  
_  - 7  ®AKUAMI>5 KD, 
M T .  E D E H . 4 «C R L/IH I>
,685-000 ¿\ £860%
Ws l®»k forward To 
H E 4 R I M 0  F R o W  Y o U . . .  
¿ A L L Y  i t  C H R IS T IN E
HOW CATCHING A PLANE 
CAN STRETCH YOUR BUDGET
A trifling two hours from Sydney, 
a solitary one hour from Melbourne: 
a first class studio facility; 
film and video editing suites; 
multi-track recording studio; 
preview theatres (16 and 35mm); 
and a staff of experienced professional 
camera and sound operators, editors, 
script writers, directors and production crews.
What we don’t have are 
Sydney’s prices or waiting lists.
Call us and compare our prices.
TASMANIAN FILM CORPORATION EK 
1-3 Bowen Road, Moonah, Hobart. 7009 
Phone: (002) 28 6263 Telex: AA57148
QUEBEC COURIERS PTY. LTD.
COURIER SERVICE AND TAXI TRUCKS TO U /2 T O N N E S
PRE-PRODUCTION, PRODUCTION AND 
POST-PRODUCTION SERVICES HAVE BEEN 
SU PPLIED  TO: M ID D LE REEF PR O D U CTIO N S, 
LA N CA STER M ILLER  PRO D U CTIO N S.
O TH ER  IN DUSTRY USERS OF OUR SERVICES 
ARE: CIN EA U ST (One 1983), M O TIO N  
PIC TU R E G U A RA N TO R S, PE T E R  F AIM  AN 
PR O D U C TIO N S, T H E  W H EA TLEY  
O R G A N ISA TIO N , M EG A N  TU D O R 
PU B LICITY , U N ITED  M ED IA  PR O D U CTIO N S, 
LEE LA R N ER  CA STING .
★  RADIO CONTROLLED ★  ALL SUBURBS ★
★  TRAINED, UNIFORMED DRIVERS
★  HOURLY OR KILOMETRE RATES
★  RELIABLE, COURTEOUS, ECONOMICAL SERVICE
77-6688
MAX PHELAN 27 McLOCHLAN STREET,
MANAGING DIRECTOR MOUNT WAVERLEY, 3149
■ Studio 75' x 46' with 14' to lighting grid.
■ Large three sided paintable fixed eye.
■ Good access to studio for cars and trucks.
■ Dressing rooms, wardrobe, and make-up facilities.
■ For hire Scorpion Dolly with Falchetto Crane 
including all accessories.
FOR STUDIO BOOKINGS, PHONE: Bill or Alex (03)568 0058,
Simpson (03) 568 2948
Based on the novel b y ..............................Colin Duck,
Martin Thomas
Photography............................................. Jamie Doolan
Sound recordist...................John McKerrow
Exec, producers..................Hector Crawford,
Ian Crawford, 
Terry Stapleton
Assoc, producer...................................Michael Lake
Prod, co-ordinator......................................Gina Black
Prod, manager......................... Stewart Wright
Unit manager..............................Chris Oagers
Location manager................................ Jacquie Radok
1st asst director........................................Jamie Leslie
2nd asst director............. Richard Clendinnen
3rd asst director......................... Chris Odgers
Continuity................... Rhonda Bark-Shannon
Focus puller.............................. Brett Anderson
Clapper/loader..........................Craig Barden
Key grip.......................................Rob Hansford
Asst grip.......................................................... Ian Phillips
Gaffer..........................................................Bruce Towers
Electrician.................................................. Peter Ryan
Boom operator...........................Colin Swann
Art director.................................................... Phil Ellis
Asst art director............................. Leore Rose
Make-up.........................Vivienne Rushbrook
Hairdresser...............................Doug Glanville
Wardrobe.................................................... Kylie Ellis
Ward, assistant.........................Judy Diamond
Props buyer................................................Steve Evans
Standby props............................................. Kate Murray
Set decorators............................... Len Barrett,
Simon Carter
Best boy...................................... Roy Pritchett
Runner......................................... Simone North
Publicity.....................................................Susan Wood
Budget.......................................................... $2.7 million
Length........................................ 4 x 60 minutes
Gauge................................................................16 mm
Shooting stock...............Eastman 5291, 5294
Synopsis: The account of a true story that 
began in Kyneton, Victoria in 1945, when two 
baby girls were born within seconds of each 
other at the same hospital The two mothers 
become involved in a personal and legal 
battle because of the conviction by one that 
she was given the wrong baby soon after 
birth.
POST-PRODUCTION
THE BOOK OF ATHUAN
Prod, company.....................................ABC-TV
Dist. company............................................ ABC
Producer.......................................... Alan Burke
Director.............................................Alan Burke
Scriptwriter.......................................Alan Burke
Script editor............................Joanna Nicholls
Based on the radio play
b y .......................................... Julie Anne Ford
Photography.............................Julian Penney
Sound recordist....................... Chris Alderton
Editor................................................. Bill Russo
Prod, designer.............................Quentin Hole
Prod, manager............................................John Moroney
Unit manager.......................................Beverley Powers
Prod, secretary................................Padma Iyer
1st asst director......................... Graham Millar
2nd asst director.......................................Steve Stannard
Continuity................................................Anthea Dean
Focus puller...............................Russell Bacon
Clapper/loader................................Brett Joyce
Grips..............................................................Alan Trevana,
Paul Lawrence
Electricians.............................................. Martin Perrott,
Pierre Drion
Asst designer............................Andrew Harris
Make-up.....................................Suzie Stewart
Wardrobe................................................Carolyn Mathews
Ward, assistant...............................Ron Dutton
Props buyer....................................................Bill Booth
Standby props..............................................Don Page,
Peter Moroney, 
Justin Sears
Standby carpenter....................................Frank Falconer
Standby painter...................................... Robert Bonser
Asst editor...............................................Phillipa Byers
Asst sound........................................Geoff Krix
Stunts co-ordinators...................... Peter West,
Dee Jones
Still photography........................................Gary Johnston
Helicopter pilot.......................................... Garry Tycehurst
Amenities van............................................ Geoff McDowell
Publicity................................. ...Geòrgie Brown
Generator.................................................... Jock Barclay
Catering...........................................Kate Roach
Studios........................................ABC, Gore Hill
Cast: Gwen Plumb (Mother Paul), Ron
Haddrick (The Abbot), Fiona Stewart (Sister
Gabriel), Dane Carson (Tim Hollander),
Savior Sammut (Brother John).
Synopsis: Two nuns join a rural monastery 
after proving that the original charier does 
not preclude women.
DANCING DAZE
Prod, company............................................ABC
Dist. company.............................................ABC
Producer....................................Jan Chapman
Scriptwriters................... .......... Michael Cove,
John Misto, 
Debra Oswald, 
Mark Stiles
Based on the original idea
b y ........................................... Michael Cove,
Chrissie Koltai
Music........................................Martin Armiger
Choreography..........................Chrissie Koltai
Length..............................................6 x 5 0  mins
Cast: Meryl Tankard (Phoebe Green), Patsy 
Stephen (Kate Green), Laurence Clifford 
(Joe Wyatt), Norman Kaye (Stephen Isaacs), 
Paul Chubb (Oliver), Dennis Grosvenor (Col 
Blyton), Jane Clifton (Lee Harper), Robin 
Moase (Melissa Carter), Melissa Docker 
(Anita), Alan Wiison (Paul Roper).
Synopsis: The Green sisters leave the pig 
farm in Wagga determined to follow in their 
mother’s footsteps and go dancing in the 
city. They meet up with Joe Wyatt and form 
their own troupe.
HANDLE WITH CARE
Prod, company.............................Alsof Pty Ltd
Producers............................... Andrena Finlay,
Anne Landa
Director................................................Paul Cox
Scriptwriter.......................... Anne Brooksbank
Director of photography..................Yuri Sokol
Sound recordist.......................Ken Hammond
Editor..................................................Tim Lewis
Prod, designer............................... Neil Angwin
Prod, supervisor...........Tony Llewellyn-Jones
Prod, manager.......................Milanka Comfort
Prod, accountant.............. Santhana K. Naidu
Continuity..........................Joanne McLennan
Camera operator......................Nino Martinetti
Camera assistant................. Brendon Lavelle
Key grip..................................Paul Ammitzboll
Boom operator............................. Steve James
Wardrobe....................................Frankie Hogan
Standby props........................... Frankie Hogan
Sound transfer..........................Eugene Wilson
Sound Services
Edge numbering....................Oliver Streeton
Editing rooms................................The Joinery
Rushes screen...............................The Joinery
Still photography...................... Virginia Rouse
Unit runner.................................. Roman Baska
Catering................................. Kristina Frohlich
Laboratory...........................................Cinevex
Lab. liaison.....................................Bruce Braun
Length............................................. 75 minutes
Gauge....................................................... 16 mm
Synopsis: The story of two women dealing 
with the spectre of breast cancer.
THE LANCASTER MILLER AFFAIR
Prod, company.................................. Lancaster Miller
Productions Pty Ltd
Dist. company....................................Lancaster Miller
Productions Pty Ltd
Producer..........................................Paul Davies
Director...........................................Henri Safran
Scriptwriter...............................Peter Yeldham
Photography............................ Ross Berryman
Soundrecordist............................ Ross Linton
Editor....................................... Richard Hindley
Prod, designer.........................David Copping
Composer................................. Frank Strangio
Assoc, producer........................................ David Hannay
Prod, supervisor......................................... Irene Korol
Prod, co-ordinator...................................... Sally Ayre-Smith
Unit manager................... Steven Maccagnan
Prod, secretary..........................Antonia Legge
Prod, accountant...............Howard Wheatley
Asst accountants............... Antony Shepherd,
Nancy Bekhor
Prod, office attachment..............Debbie Saffir
1st asst director......................................Michael Bourchier
2nd asst director.........................................Jake Atkinson
3rd asst director...........................................Nick Alimede
Directing attachment................Claire Dobbin
Continuity....................................................Judy Whitehead
Producer’s secretary.................. Janet Clarke
Casting..............................................Lee Lamer
Focus puller...............................Brian Breheny
Clapper/loader..........................Mandy Walker
Key grips....................................Barry Hanson,
Geoff Full
Asst grips..................................Darren Hanson
David Nichols
Gaffer..........................................Lindsay Foote
Electrician..................................Greg Rawson
Boom operator..................................Phil Keros
Art director.................................................... Ken James
Asst art directors..................... Julieanne Mills
Kelvin Sexton, 
Graham Biackmore
Costume designer....................................Bruce Finlayson
Make-up/hairdresser.....................Jose Perez
Asst make-up/
hairdressers..........................................Jenny Boehm,
Anna Karpinski
Standby wardrobe..................................... Julie Barton
Asst wardrobe......................................Rochelle Ford
Wardrobe mistress............. Lorna Darbyshire
Seamstresses..........................................Wiggy Brennan,
Enia De Angelis
Draughtsman.............................................Bryce Perrin
Props buyers..................................Daryl Mills,
Derrick Chetwyn
Standby props..........................John R. Daniell
Special effects........................................... Clive Jones,
Wayne Wood
Special effects asst......................................Les Gough
Art dept assistant....................................... Toby Copping
Art dept attachment.....................Julie Cleland
Model maker...............................................Peter O ’Brien
Asst model maker.........................................Kim Sexton
Flying model maker....................... Geoff Tuck
Head scenic artist..........................Ray Pedler
Scenic artist................................................ Clive Jones
Brush hand............................................. Michael Rumpf
Construction manager.............Danny Burnett
Asst construction manager............. Brian Cox
Set makers................................... Patrick Carr,
Robert Hern, 
Michael Hill, 
Arthur Vette, 
Con Mustard
Assistant editor.....................................Amanda Holmes
Sound editor...............................Roger Savage
Safety supervisor.........................Peter Culpan
Still photography..........................................Les O ’Rourke
Dialogue coach
(American).............................................Susan Gorence
Dialogue coach
(English).......................... Michael Laurence
Location manager/
aviation consultant............................... David Clarke
Pilot............................................................... Nick Daniel
Stage hand/driver.................................Andrew Wilson
Stage hand............................Rodney Hayward
Best boy...............................................Jim Hunt
Generator operator.................................Harold Young
Unit runner...................................Robin Newell
Prod, office runner......................Joanne Roth
Publicity............... The Rea Francis Company
Unit publicists.............................Rea Francis,
Jan Batten
Catering.......................................Out To Lunch
Mixed a t .............................................Soundfirm
Laboratory.............................................Cinevex
Lab. liaison................................................ Bruce Braun
Budget............................................ $4,750,000
Length.........................................5 x 60 minutes
Gauge....................................................... 16 mm
Shooting stock............................................7294
Scheduled release........................March 1986
Cast: Kerry Mack (Chubbie Miller), Nicholas 
Eadie (Bill Lancaster), Wayne Cull (Haden 
Clarke), Malcolm Robertson (Carson),
Stephen Leeder (Hawthorne), June Salter 
(Maud), Barry Hill (Edward), Maureen 
Edwards (Alice), Stacey Testro (Marian), Bud 
Tingwell (Sam Hayes).
Synopsis: A sweeping true life story of love, 
scandal and breathtaking adventure set 
against the epic days of pioneering long­
distance aviation.
LAND OF HOPE
Prod, company.......................................Filmrep Limited
Dist. company......................JNP Films Pty Ltd
Producer..................................Suzanne Baker
Directors..................................... Gary Conway,
Chris Adshead
Scriptwriters............................John Patterson,
Anne Brooksbank, 
Tony Morphett
Photography..................................... Jan Kenny
Sound recordist............................................ Don Connolly
Editor...................................Stewart Armstrong
Prod, designer.......................................... Owen Williams
Composer.....................................................Mike Perjanik
Exec, producer........................................James Davern
Prod, co-ordinator............................... Susanne Darcey
Prod, manager......Rosanne Andrews-Baxter
Unit manager....Christiaan Hoppenbrouwers
Prod, secretary....................... Edwina Nicolls
Prod, accountant...................R.J. Chalmers,
Bolten & Assoc.
1 st asst directors........................................John Warran,
Stuart Wood
2nd asst director........................................Peter Kearney
3rd asst director............................ Nicola Long
Continuity........................................................Liz Barton
Casting................................................ Mary-Ann Eckstein
Lighting camera............................................ Jan Kenny
Camera operator.......................................... Jan Kenny
Focus puller..............................................Daren Keogh
Clapper/loader.......................................Miriana Marusic
Key g rip ......................................................Bruce Barber
Asst grip.................................................. George Wormald
Gaffer............................................................ Sam Bienstock
Electrician...................................................Greg Fitzgerald
Electrics asst...................................... Jonathon Hughes
Boom operator............................... Joe Spinelli
Art director.....................................................Ron Highfield
Art dept co-ordinator....................Penny Lang
Costume designers......................Terry Ryan,
Fiona Reilly
Make-up.................................................. Marjory Hamlin,
Mary Rea
Hairdresser.................................................. Willi Kenrick
Wardrobe buyer..........................................Nicki Reilly
Ward, assistant......................................... Fiona Nicolls
Props buyers................................................Billy Allen,
Mark Dawson
Standby props............................. Colin Gibson
Scenic artist...................................................Eric Todd
Set construction............................................Phil Worth
Asst editor...............................................Melissa Blanch
Sound editors..............................................Mike Jones,
Martin Pashley
Editing assistants .......................... Diane Prior,
Cathy Fenton
Best boy...............................................Jonathon Hughes
Runner........................................Peter Warman
Publicity.................Harrison Communications
Unit publicist............................................Mandy Cook
Catering.....................................Kaos Catering
Studios.......................... Filmrep Ltd, Mort Bay
Mixed at......................................Custom Video
Laboratory.................................................. Atlab
Budget.............................................$4,595,000
Length.......................................10 x 50 minutes
Gauge....................................................... 16 mm
Cast: Maureen Green (Young Maureen 
Quinn), Patricia Kennedy (Old Maureen 
Quinn), Patrick Dickson (Paddy Quinn), 
Benjamin Franklin (Kevin Quinn), Penelope 
Stewart (Young Nesta Quinn), Melissa Jaffer 
(Old Nesta Quinn), Drew Forsythe (Old Frank 
Quinn), Melita Jurisic (Kathleen Quinn), 
Peter Kowitz (Leo Quinn), Richard Moir 
(Dominic Quinn).
Synopsis: The saga of an Irish Catholic 
working-class family, set against the bitter­
ness, successes and disappointments of the 
Australian labour movement through the 
years 1890-1972.
POKERFACE
Prod, company........................................... ABC
Dist. company............................................ ABC
Director...................................................Richard Sarell
Scriptwriters................................................... Bill Garner,
Peter Corris
Sound recordist..................................Bill Doyle
Script editor....................................................Bill Garner
Prod, designer.............................. Frank Eariey
Film editors....................................Bill Murphy,
Rui De Sousa
Exec, producer...........................................Keith Wilkes
Prod, manager...............................Geoff Cooke
Unit manager..............................................Anne Bartlett
Prod, secretary.......................Tracy Robinson
1st asst director..........................................Peter Murphy
2nd asst director...........................................Joe Walters
Producer’s assistant..........................Christine Lipari
Casting.............................................. Greg Apps
Extras casting.........................................Marion Pearce
Lighting cameraman............... Ian Warburton
Camera operator...................... Ivan Johnston
Camera assistant.....................................Simon Evans
Grips...................................Tony Woolveridge,
Phil Qyston
Electricians................................... Mick Sandy,
Andrew Holmes
Generator operator................................. D’arcy Evans
Asst recordists............................................Gary Lund,
Ian Cregan
Make-up....................................................Denise Gakov
Wardrobe design......................................David Walley
Wardrobe............................Norma Londregan,
Rhonda Shallcross
Props buyer.......................... Brent MacDonald
Staging....................................John McCulloch,
Glenn Dunham
Special effects............................. Rod Clack,
Terry Barrow
Publicity.............................................. Georgina Howe
Studios..........................................................ABC
Length.............................................. 3 x 50 mins
Cast: Bruno Lawrence (Crawley), Jo
Kennedy (Roxy), Nigel Bradshaw (Campion), 
Tim Robertson (Huck), Richard Moss (Miles), 
Paul Vane-Mason (Snow), Melita Juristic 
(Lou), Maud Clark (Steph).
Synopsis: A tale of unemployment, decep­
tion and revenge. An undercover agent from 
the dirty tricks department of an Australian 
security service gets the sack. He plots his 
comeback with the unwitting assistance of a 
pair of young wouid-be terrorists.
QUEST FOR HEALING
Prod, company......Independent Productions
Pty Ltd
Dist. company........ Independent Distributors
Pty Ltd
Producer.................................................Richard Davis
Director................................................... Richard Davis
Scriptwriter............................................ Richard Davis
Based on the original idea
b y ...............................................Danae Brook
Photography..............................Hans Heidrich
Sound recordist....... ...................... Noel Quinn
Exec, producer.......................................... Gene Scott
Prod, manager..................... Cheryl Buckman
Still photography..................Cheryl Buckman
Mixed a t ............................................... Colorfilm
Laboratory............................................Colorfilm
Lab. liaison........................ Richard Piorkowski
Budget..............................................$1.1 million
Length.........................................8 x 5 0  minutes
Gauge....................................................... 16 mm
Shooting stock............................ Eastmancolor
Scheduled release..............................February 1986
Synopsis: A worldwide investigation of tradi­
tions and methods of alternative healers. 
The series shows there are methods of 
healing, used for thousands of years, 
developed through constantly changing 
societies but remaining essentially the same. 
They work on the root cause of illness and 
take the whole being into account, mind, 
body and spirit.
SHOUT — THE STORY OF 
JOHNNY O’KEEFE
Prod, company.....................View Pictures Ltd
Dist. company..........................................Seven Network
Pro ucer........................................................Ben Gannon
Director....................................   Ted Robinson
Scriptwriter...............................................Robert Caswell
Photography................................................. Dan Burstall
Editor.........................................Robert Gibson
Prod, supervisor.................................... Sandra McKenzie
Prod, manager........................ Barbara Gibbs
Prod, secretary................................ Dixie Betts
Prod, accountant.............................Catch 123
1 st asst director........................................ Steve Andrews
2nd asst director..........................Chris Webb
3rd asst director........................................ Henry Osborne
Continuity......................................................Pam Willis
Casting.................................................... Sandra McKenzie
Extras casting.................................... Christine Woodruff
Camera operator.......................................... Dan Burstall
Focus puller.................................................... Ian Thorburn
Clapper/loader........................................Felicity Surtees
Key grip....................................Paul Thompson
Asst grips.............................. George Tsoutas,
Phil Stainer
G affer.............................................RegGarside
Electrician.............................................Gary Hill
Boom operator................................ David Lee
Art director............................. Owen Patterson
Asst art director........................... Dale Duguid
Art dept attachment.....................Martin Wale
Art dept runner.............................................. Phil Drake
Costume designer...................................Jennie Tate
Make-up.............................. Lesley Vanderwatt
Hairdresser................................................ Ziggy
Ward, assistants......................................Glynis Stow,
Kate Green, 
Judi Parker, 
Annie Peacock
Standby wardrobe...................................Jenny Miles
Props buyers...........................Sally Campbell,
Blossom Flint
Standby props............................ Igor Lazareff
Set decorator......................... Sally Campbell
Set construction.........................Alan Fleming
Asst editors...............................................Jacqui Fine,
Claire O’Brien
Musical co-ordinator.........Christine Woodruff
Sound editor......................................... ...Jacqui Fine
Best boy.......................................................Craig Bryant
Runner................................................. Jonathan Cohen
Publicity........................................................Patti Mostyn
Catering................................................Janette’s Kitchen
Production office
attachment.............................................Maria Phillips
Mixed a t ............................................. Soundfirm
Laboratory..........................................  Atlab
Lab. liaison..........................Bruce Williamson
Budget...........................................................$2.2 million
Length.......................................2 x 120 minutes
Gauge....................................................... 16 mm
Shooting stock..........................................Kodak
Cast: Terry Serio (Johnny O ’Keefe), 
Marcelle Schmitz (Marianne O ’Keefe), 
Melissa Jaffer (Thelma O ’Keefe), John 
McTernan (Lee Gordon), Candy Raymond 
(Maureen O ’Keefe), Tony Barry (Alan Heffer- 
nan), John Paramor (Bill Haley), Ritchie 
Singer (Max Moore), Liz Harris (Valda 
Marshall).
Synopsis: A dramatised recreation of the life 
of Australia’s legendary King of Rock and 
Roll — Johnny O ’Keefe.
SPY IN THE FAMILY
Prod, company................... Spy In The Family
Productions
Producer....................................Bryce Menzies
Director....................................................... Claire Jager
Scriptwriters.............................................. Claire Jager,
Tina Meyer
Photography............................................ Jaems Grant
Sound recordist............................................. Pat Fiske
Editor...........................................................Craig Kirschner
Prod, manager...........................................Craig Kirschner
1 st asst director.............................Susan Weis
Continuity...................................................Fiona Cochrane
Clapper/loader.......................................... Sonia Leber
Camera assistant..................................... Sonia Leber
Gaffer........................................................... Mark Gilfedder
Art director.......................... Christine Johnson
Asst art director..........................................Jane Howat
Costume designer..................................... Jane Howat
Make-up...................................................... Vicky Fiiedman
Runner........................................................Peter Jordan
Length.....................................................55 mins
Gauge...... .................................................16 mm
Cast: Dinah Shearing, Edward Hepple, 
Carolyne Howat.
Synopsis: A contemporary drama.
SWORD OF HONOUR
Prod, company ...Simpson Le Mesurier Films
Producer.............................Roger Le Mesurier
Directors.....................................Pino Amenta,
Catherine Millar
Scriptwriters.......................... Roger Simpson,
Kathy Mueller, 
Peter Kinloch, 
Tom Hegarty
Based on the original idea
by.............................................................Roger Simpson
Photography............................. David Connell
Sound recordist................... Andrew Ramage
Editors................................................. Phil Reid,
Peter Burgess
Prod, designer..........................Bernard Hides
Composer................................. Greg Sneddon
Exec, producer..........................................Roger Simpson
Assoc, producer...................Brian D. Burgess
Prod, co-ordinator............Rosslyn Abernethy
Location/unit manager.................Paul Healey
Location assistant/Film
Victoria attachment................................. Tim Browning
Prod, assistant........... ....................Jenny Gray
Prod, accountant.................Candice Dubois
Asst accountant.............................Debra Cole
1st asst directors........................................John Powditch,
Bob Donaldson
2nd asst director..................Brett Popplewell
3rd asst director............................................ tan Kenny
Continuity.......................................Jenny Tosi
Casting............................................Liz Mullinar
Casting consultants...................... Lee Larner,
Jo Larner
Camera operator...................................... David Connell
Focus puller................................... Greg Ryan
Clapper/loader............................Bruce Phillips
Key grip........................................Ian Benallack
Asst grips.................................................. Stuart Crombie,
Arthur Manousakis
Gaffer...................................................... Stewart Sorby
Best boy.......................................Peter Malony
Genny operator..........................Dick Tummel
Boom operator........................................... Scott Rawlings
Art director..........................Virginia Bieneman
Art dept secretary......................................Maria Pannozzo
Costume designer.....................Jane Hyland
Make-up...................................................Felicity Schoeffel
Make-up assistant................................. Wendy Freeman
Hairdresser..............................................Cheryl Wiliams
Wardrobe supervisor..............Margot Lindsay
Standby wardrobe..................................Jeanie Cameron
Military dresser.............................................Phil Chambers
Ward, assistant...........................Anna Baulch
Costumiere..................................................Mary Gauzo
Props buyers...........................................Harvey Mawson,
Sue Maybury
Storyboard artist..........................Sue Maybury
Props assistants.........................................Tony Hanning,
James Cox
Standby props............................. Harry Zettel
Draughtsman...................... Peter Macdonald
Special effects............................. Brian Pierce
Special effects assistants........ Peter Stubbs,
Jamie Thompson
Scenic artist..................................................Kate Joyce
Set finisher............................................ Graham Mathews
Carpenters....................................... Ray T aylor,
Dominic Villella
Set construction manager..........Ray Pattison
Construction assistant.......... Danny Corcoran
Mobile bus driver......................... Alison Coop
Sound editor............................................. Glenn Martin
Stunts co-ordinator....................................... Bill Stacey
Safety co-ordinator..........Kurt Von Schneider
Still photography....................................... Suzy Wood
Wrangler...... ................................. Gerald Egan
Armourer..................................................... Brian Burns
Production office runner......Cameron Mellor
Art dept runner...................... Michael Mecurio
Publicity.................................................... Marian Page
Catering.................Beeb and Jane Fleetwood
Mixed a t .......................................................Atlab
Laboratory............................   Atlab
Lab. liaison..........................Bruce Williamson
Budget...............................................................$5 million
Length......................................4 x 120 minutes
Gauge........................................................16 mm
Shooting stock........................................ Kodak,
Fuji
Scheduled release...................................March 1986
Cast: Tracy Mann (Esse Rogers), Andrew 
Clarke (Tony Lawrence).
Synopsis: A love story and family saga set 
against the turbulence and optimism of 
fifteen of the most significant years in Aus­
tralia’s history — 1965-1980.
TUSITALA
Prod, company...........................ABC/Portman
Dist. company............................................. ABC
Producer........................................................Ray Alehin
Director.......................................................... Don Sharp
Scriptwriter.............................Peter Yeldham
Photography.............................................. Peter Hendry-
Sound recordist........................................... Ron Moore
Editor.......................................Tony Kavanagh
Prod, designer.......................Laurie Johnson
Exec, producers.........................................Chris Muir,
Ian Warren
Prod, manager.........................................Dennis Kiely
Prod, accountant....................................... Judy Murphy
Costume designer...................................James Murray
Still photography........................................ Sally Samins
Unit publicist..........................................Georgie Brown
Length.........................................6 x 50 minutes
Cast: John McEnery (Louis), Angela Punch 
McGregor (Fanny), Julie Nihill (Belle), Todd 
Boyce (Lloyd), Ray Barrett (Harry Moors), 
Dorothy Alison (Maggie), John Gregg 
(Cusak-Smith), Norman Kaye (Rev. Clarke). 
Synopsis: A series tracing the last four years 
in the life of novelist Robert Louis Steven­
son, which were spent in the South Pacific, 
Sydney and Western Samoa. The title is 
taken from the name that the Samoans gave 
to their beloved friend. It means “teller of 
tales’’. ^
Piease help us keep this survey 
accurate. Phone Debi Enker on 
(03) 329 5983 with any errors or 
omissions.
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ADELAIDE
July-August 1985 Please note: these charts reflect box-office figures for city-centre cinemas in the listed cities only.
1. Mad Max: Beyond Thunderdome 2. An Indecent Obsession July-August total: $61,287
Total: $117,332 Total: $115,426 I Total: $257,802 Total: $10,563Total: $138,917 Total: $9,417Total: $266,146 Total: $4,252 Total: $13,952 Total: $23,103
125,000
10,000
100,000
75,000
5,000
ADELAIDE BRISBANE MELBOURNE SYDNEYPERTH BRISBANE MELBOURNE SYDNEYPERTH
3. Morris West’s The Naked Country $4¡°5§4
Total: $8,246 Total: $4,263 Total: $13,371
10,000
ADELAIDE SYDNEYPERTH
Week 1: 30 June-6 July 
Week 2: 7-13 July 
Week 3: 14-20 July 
Week 4: 21-27 July 
Week 5: 28 July-3 August 
Week 6: 4-10 August 
Week 7: 11-17 August 
Week 8: 18-24 August 
Week 9: 25-31 August
NB: The scale on the Mad Max chart is 121/2 times 
smaller, to allow for the higher box-office figures.
Best opening weeks in July 
and August
Max warms the winter months
For the first time this year, an Australian film 
has been up there with the local box-office 
leaders. That film, of course, is Mad Max: 
Beyond Thunderdome. The road 
warrior’s third outing set a one-day record 
for a single cinema, the State Theatre In 
Sydney, with a take of $44,172 on 9 August 
(its second day). This was up some 
$12,500 on the previous record-holder, 
E.T. The Extraterrestrial, and was 
achieved by running Max through the 
night.
The film’s first-week gross fell short of that 
of its main July-August competitor, Rambo: 
First Blood Part II, which opened a couple 
of weeks earlier, by some $224,000. On a 
screen-by-screen basis, however, the 
Aussie movie was the winner, with its gross 
coming from 45 screens, against the 
Stallone opus's 57-screen opening, giving 
Max a per-screen average of $20,867, 
against Rambo s $20,412.
The impact of a film like Mad Max: 
Beyond Thunderdome, of course, is not 
really done justice by the above chart, 
which includes only city-centre cinemas in 
the cities listed, and the total given above is
only just over a third of the film’s overall 
receipts. In the period in question, Mel and 
Tina and the gang pulled in box-office 
dollars — some $2,404,820 — Australia­
wide.
So, too, of course, did Rambo, which, in 
the six weeks that it was out during July and 
August, took around double that figure. 
Blasting little yellow men clearly appeals to 
the all-important adolescent male audience. 
And all that editorializing about how 
disgustingly violent the film was probably 
didn’t do any harm either.
In the US, according to figures printed in 
Variety (4 September), Max came in at 
number 10 among the top-grossing 
summer releases, with a domestic (i.e. US 
and Canadian) box-office gross of 
$US36,230,219 — a fairly solid achieve­
ment in America’s slowest box-office 
summer in five years.
In the US, too, Rambo was out there in 
front, closely followed by Back to the 
Future (see Pat H. Broeske’s US column 
on page 12), with Cocoon well behind in 
third place. The rest of the pack includes, in 
order, The Goonies, A View to a Kill,
Fletch, National Lampoon’s European 
Vacation, Pale Rider and Brewster’s 
Millions
Some of those have already opened; in 
Australia, with the remainder to come over 
the next couple of months. Cocoon’s 
down-under opening week of $112,950 
which keeps it off our First Week chart 
disguises the fact that it took that figure aj a 
mere two cinemas, giving it a hefty ppr- 
screen average of $56,475. Back to the 
Future, which got helpful boosts from ‘un­
solicited’ plugs by radio deejays and TV 
rock music presenters, opened with 
$445,290 at 25, shed three screens for its 
second week (the last to be covered by this 
two-month survey), but upped its gross to 
$626,430, making it the Australian box­
office leader for that week.
Apart from Mad Max: Beyond Thunder­
dome, the performances by Australian 
films in July and August were less than 
spectacular An Indecent Obsession 
rounded off its ten-week trip round the 
capital cities with a respectable $61,287, 
giving it a total in these locations of 
$173,168. That puts it in sixth place among 
Australian films to the end of July. Taking 
city-centre Adelaide, Brisbane, Melbourne, 
Perth and Sydney cinemas only, the top
five films have been: Mad Max: Beyond 
Thunderdome; World Safari II (which 
had a three-week June and July outing in 
Brisbane, in addition to its start-of-the-year 
jaunt in the other cities), with a total of 
$562,871; The Coolangatta Gold (which, 
of course, kicked off at the beginning of last 
summer), with a 1985 figure of $284,966; 
Robbery Under Arms, which scarcely 
rustled up major bucks, but still comes 
fourth to date with $220,630; and Melvin, 
Son of Alvin (also a 1984 opener), with a 
1985 city-centre figure of $217,972.
The other Australian film to hit the screens 
in July, Morris West’s The Naked 
Country, seems unlikely to join the other 
six in the $100,000+ category. Its figures 
were disappointing everywhere it played, 
and it managed only a couple of weeks in 
most locations.
Elsewhere, Amadeus passed the 
$5-million mark, and Edgar Reitz’s sixteen- 
hour epic of German village life, Heimat, 
proved that there is an audience for such 
movies if there is a distributor (in this 
instance, Mike McLernon), bold enough to 
take the gamble. Heimat took $13,630 
from three screenings in Melbourne in early 
July, and $19,480 from four in Sydney a 
month later. ★
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The new 
comprehensive 
guide to films — 
both Australian 
and m a de-in- 
Australia — 
from 1930 to 1985
Film s are listed in chronological 
order with storyline, details of cast and 
production personnel, running time and 
production companies.
Alphabetic indexes to films, 
directors and writers.
Hundreds of stills from the films, many in colour!
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FROM YOUR BOOKSELLER NOW!
Sachtler ENG/Film Fluid Flead 
Systems take the gamble 
out of camera support. 
Lightweight, easy to set 
up, quick to adjust for 
perfect balance -  you get 
into action fast with 
Sachtler.
The precise 
fluid
movement
gives you 
complete
confident control over all camera 
movements, the wide pan and tilt 
ranges allowing you to follow your 
subject wherever it leads, smoothly 
and effortlessly and as fast as you 
like -  there are up to 7 precise
adjustments 
for drag.
Sachtler 
virtuosity 
in design and 
performance 
is matched 
with unrivalled 
durability and reliability to 
make Sachtler Systems 
unbeatable. A comprehensive 
range of accessories completes 
the picture. The Sachtler range 
of fluid heads caters for all 
budgets and requirements-  
so if you want to get ahead, 
get a Sachtler!
J O W d f W W
GROUP 
PTY LTD
Incorporated in NSW
Head Office: 27 Hotham Parade, Artarmon NSW 2064.
Ph: (02) 439 6955. Telex 24482.
Melbourne Office: 16 Sandilands Street, South Melbourne Vic 3205. 
Ph: (03) 699 9055. Telex 135041
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The last few months has seen the introduction of three new 
low-light 16 mm emulsions: Eastmancolor 72 9 2 , from Kodak; 
Fuji 8524, distributed in Australia by Hanimex; and XT320 , 
from Agfa-Gevaert. Fred Harden looks at the new stocks, 
which were tested with the help of OOP Yuri Sokol, who was 
then working with Fred on the McElroy and McElroy series, 
Return to Eden, and who is now shooting Paul Cox’ s Cactus. 
The tests were, as Sokol explains, carried out under practical 
low-light conditions, where no other 16 mm stock would 
function, rather than in a laboratory situation.
“I remember being sent a roll of black 
and white film back in Russia. I tested 
it, and it was absolutely amazing, with 
a much higher ASA than anything then 
available. I sent a letter of congratula­
tions to the designer, and asked when 
it would be available.
He wrote back that, unfortunately, 
they didn’t know how they had 
achieved it, because it was the result of 
a power failure while the emulsion was 
maturing! I presume that this is not the 
case with the new stocks, and that they 
will be able to repeat them!”
Yuri Sokol
The film-versus-video confrontation 
that once raged in the pages of the 
technical trade press hardly rates a 
column today. Currently, there is a 
comfortable working relationship that 
seems certain to continue, until the 
situation is stirred up again by the 
introduction of production versions of 
the high-definition video systems. Film 
cameras have largely ignored the tech­
nical innovations that each new piece 
of video equipment brings. Yet it is 
this design stability that prevents film 
cameras from becoming obsolete.
Each new lens fits the old camera, 
and each new development in film 
stock is still produced in the familiar 
formats. With video, on the other 
hand, the result of innovation is the 
complete replacement of the existing 
camera, as the engineers strive to make 
the image more ‘film-like’ and more 
sensitive to light. Somehow, the 
boundaries seem to be pushed back 
with ease, and the market has proved 
that it accepts the inherent obsoles­
cence in the equipment.
Electronics, especially digital elec­
tronics, makes film chemistry appear a 
somewhat arcane science. Despite the 
introduction of some excellent high­
speed film emulsions and the gradual 
improvement of the slower-speed 
stocks, some kind of radical innova­
tion seems to have been called for if 
film technology was not to be gradu­
ally replaced by video.
The recent announcement of new 
motion picture stocks from Agfa- 
Gevaert and Fuji, and the release for 
testing of new 16 mm stock from 
Kodak, point to just such a radical 
innovation in emulsions, called T- 
Grain by Kodak, and Structured Twin 
Crystals by Agfa-Gevaert. It is a tech­
nology that has been available in still 
photography for some time, but these 
are the first motion picture stocks 
released here to use it.
The problems that were encountered 
in increasing film speed in conven­
tional emulsions involved the need to 
increase the number or size of the 
sensitized silver halide grains. This, in 
turn, increased the granularity and 
reduced the sharpness of the resulting 
image. The multiple layers of emulsion 
have to trap the maximum number of
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electrons released by the light photons 
that strike the crystals, and make sure 
that they combine with the free silver 
ions.
The photographs supplied by Agfa- 
Gevaert (available in a leaflet from 
them at 376 Whitehorse Road, Nuna- 
wading, Vic. 3131) of their conven­
tional grain emulsion and the new 
structured twin crystals, both magni­
fied by 10,000, show the dramatic 
improvement in size and even distribu­
tion of the dye ‘clouds’ that will ulti­
mately decide the graininess of the 
image.
Image sharpness is also affected by 
stray light reflecting inside the emul­
sion, and the flatter twinned crystals 
reduce this by allowing the thickness of 
the emulsion layers to be reduced, 
sometimes to that of the conventional 
slower-speed stocks (which helps when 
intercutting the two). Apparently, the 
crystals also respond well to develop­
ment-inhibiting chemicals, which are 
used to increase development on the 
edge of the image, thus increasing the 
apparent contrast and detail.
The response from the trade to the 
new emulsions has been enthusiastic. 
Kodak’s Geoff Deal, commenting on 
their market tests on 7292, said: ‘‘The 
consensus was that there was an 
improvement in grain, sharpness and 
shadow detail, richer blacks, better 
colour reproduction, a true 320 El,and 
improved tape transfer qualities from 
the extra sharpness. Most participants 
were concerned about the increased 
level of contrast, but this has been 
attributed to the freshness of the stock 
and should be the same as 7294.”
Agfa’s film consultant, Flenri Stap- 
paerts, reported that field tests and 
user-responses to the XT technology 
confirmed the qualities of their new 
stocks. Results indicated that the 
colour rendition produced brilliant 
greens, pure reds, saturated blues and 
natural skin tones. This is seen by Agfa 
as a major breakthrough in emulsion 
technology, particularly in repro­
duction of detail in shadow areas, and 
the significant reduction of grain in 
under-exposed negatives. Stappaerts 
added that a bonus of the Agfa stock 
was the perfect inter-cuttability of the 
XT medium and high-speed negatives.
These new stocks are the first stage 
of what will be on-going developments 
by all the film manufacturers. Cinema 
Papers suggested that a comparison of 
the new Fuji, Kodak and Agfa stocks 
would be of interest; because selecting 
a stock is often a subjective thing, I 
suggested we ask a director of photo­
graphy to conduct the tests and com­
ment on the results; and Yuri Sokol 
seemed an appropriate choice because 
of his lighting style.
Kodak had already supplied Yuri 
with a roll of the new Eastmancolor 
7292 stock for testing. So, with the 
assistance of Hanimex (the distributor
of Fuji in Australia), Agfa-Gevaert 
and Calum McFarlane, the focus 
puller on Return to Eden, we loaded 
three magazines with the three new 
stocks, and a fourth with Eastman- 
color 7294 as a control stock.
The films were all shot at T 1.3 with 
the same Zeiss lens, and processed by 
Colorfilm in the same processing run. 
Arthur Cambridge then selected an 
individual printer light setting for each 
stock, and they were all printed onto 
Eastman print stock.
This, of course, immediately placed 
the Fuji and Agfa stocks at a dis­
advantage. But, as they are forced by 
the market to be compatible with what 
is the market leader and local industry 
standard, it reproduces what is likely 
to be the commonest procedure for 
their laboratory handling.
Supervising at Colorfilm, and add­
ing their comments at the screening, 
were Richard Piorkowski and Dominic 
Case (Case has written the latest Focal 
Press book, Motion Picture Film 
Processing).
Because the tests Yuri conducted 
were limited to low-light results, I 
asked him to explain his procedure and
Low-light breakthrough: an emulsion long 
available to stills photographers has now 
been introduced in the new fast 16 mm film  
stocks. Top, the traditional emulsion, with 
dispersed latent image, resulting in larger 
dye-cloud conglomerates and coarse grain. 
Below, Agfa-Gevaert’s ‘Structured Twin 
Crystals’, providing “concentrated latent 
image formation, and producing smaller 
dye-cloud conglomerates and refined 
graininess”.
Looking at the result: Geoff Deal o f Kodak 
(left), Dominic Case o f Colorfilm (centre) 
and Yuri Sokol in the screening room at 
Colorfilm, where all the test reels were pro­
cessed in the same run.
criteria in selecting a fast film stock. “ I 
was quite surprised to find,” he said, 
‘‘from my tests in the past, that a stock 
with the same emulsion number is 
different in 35 mm to 16 mm. When 
the first of the fast stocks became 
available in 1981 in 35 mm and in 
16 mm, I tested the Agfa, Fuji and 
Kodak films.
“ At the time, I found that the 
35 mm Fuji high-speed stock was a bit 
superior in colour reproduction, 
especially skin tones, to the 35 mm 
Kodak stock. Yet their 16 mm stock 
lost out in competition to the Kodak 
16 mm. I spoke to some of the tech­
nicians at Kodak, and told them about 
my findings. They said that was 
because the 5294 and 7294 emulsions 
were completely different. I ’ve 
repeated the tests at different times 
with different batches, always hoping 
to find that the other manufacturers 
could come up with a stock as good as 
Kodak in 16 mm, but that has not yet 
been the case.
“ I decided against using scales and 
charts for a number of reasons. I know 
that the manufacturers test stocks 
before releasing them. They compare 
each new bit of equipment and stock 
within their own intense parameters. 
They measure the size of the grain with 
their microscopes and the sensitivity 
with their own specially-made equip­
ment. That lets them find the level 
where the crystal displays the first 
signs of instability. They measure that 
and say, ‘Our film has twice the sensi­
tivity of the previous one’.
“ I didn’t see the point in repeating 
those tests without their precise equip­
ment. On the other hand, I found that 
those kinds of tests were almost useless 
to my application, because most of 
them are done with front-lit charts, 
and usually with a flat, even light. In a 
contrasting or back-lit situation, the 
results can be quite different.
“ I remember doing some tests for 
the Central Optical Design Bureau in 
Leningrad on some new Russian ana- 
morphic lenses that had failed the tests 
done by a cameraman who had been 
repeating the laboratory tests. Instead 
of using charts, I used them for prac­
tical shooting on a production — in 
under-exposed and over-exposed 
conditions, at different distances and 
with different apertures — and I found 
that the actual quality was superior to 
the lenses that had passed the tests and 
had been mass-produced.
“ I went to the designer and showed 
him the footage. He was amazed, 
because he had never gone as far as a 
field test, because the lenses had failed 
before that. When he put the lenses up 
on the bench and demonstrated how 
they performed under standard testing 
conditions, I was surprised to find that 
they hardly reached even half the 
required resolution standards.
“ I know that the technicians and 
designers were both forced to recon­
sider and modify their tests and, as a 
result, they found new parameters to 
use on their bench tests. It was a good 
lesson for me, and now I try to use the 
equipment or stocks under the same 
field conditions as a production. After 
all, the final result is how it looks on 
the screen.
“ If these film stocks were advertised 
as a new stock that was fine grain, or 
grainless, or with new standards of 
colour reproduction, I would have 
gone for a wider range of tests. But all
these stocks are sold as achieving 
something new with their high speed. 
So I wanted to test them in the most 
critical low-level situation, where my 
light-meter showed me that no existing 
film stock could produce a good result. 
That’s why we used high-speed lenses 
at T1.3, and a level of light that was 
less than any other film stock could 
reproduce.
“ If the stock was successful in these 
tests, some further testing would be 
called for, to see how it handled in 
light at about T5.6, or with a T22 
aperture. If you are using more lights, 
you will of course gain more resolu­
tion, because you are using more layers 
of grains that will cover each other. 
You will get better colour reproduction 
than from a weak, thin negative, where 
the base starts to act as a filter itself. 
The delineation of colour will be 
better.
“ But this is not the way to approach 
high-speed stock tests because, with 
contemporary wide lenses, even the 
reason to increase the depth of field is 
not one of life and death for the pro­
duction, as it was in the twenties and 
thirties. Then, cameramen were with­
out any wide lenses, and to shoot in a 
studio a split between two subjects 
separated by as little as one or two 
metres caused enormous problems 
when it came to holding them both in 
focus.
“ If you remember Gregg Toland’s 
photography for Citizen Kane, it was 
done at a time when they had to 
struggle with the first 30 mm or 35 mm 
wide-angle lenses, stopped down to 11 
or so, which required a massive 
amount of studio lighting. In that 
period, a stock that was twice as sensi­
tive would have saved at least half of 
their lighting equipment.
“ But it is not such an important or 
economical point today. Even on 
Return to Eden, where the number and 
size of the sets meant that economy in 
the l ight ing d e p a r t me n t  was 
important, we managed with a number 
of cheap lights to reach a stop of about 
4.5 on the 7294 high-speed stock. If, 
today, somebody offered me a new 
stock that was twice as fast, it
wouldn’t cut the amount of lights I use 
by half, because, even at present, I 
have to keep my lights under dimmer 
control or scrimmed down. With the 
trend towards a more natural style of 
lighting, where the source of the light 
is obvious, even the smallest lights 
today produce more than is required. 
It’s not even a matter of the increased 
aperture giving me much more depth 
of field, especially with lenses such as a 
10 mm or a 9.5 mm, where the 
problem doesn’t exist anyway.”
All of the stocks tested were sur­
prising in their results, but the overall 
preference was for the new Kodak 
7292. Yuri thought that the Agfa 
XT320 had a tendency to red exaggera­
tion. The Fuji 8524 was more neutral 
in its colour reproduction, and closer 
to the Kodak 7294 stock, but with 
more contrast and good black tones. 
“The Fuji claims it is 500 ASA,” com­
mented Dominic Case, “ which means 
that, under the test conditions, you 
will have given it a slightly fuller 
exposure, which will help the grain a 
bit. When you do these tests, you 
always lose something when you inter­
cut the different stocks. It is easier to 
compare, but you are also obliged to 
compare. This is something that 
doesn’t happen with a production that 
is using all the same stock. It is also 
difficult for the laboratory, as you can 
never be sure what a new batch of 
stock will print at.”
Yuri found that the older Kodak 
7294 looked definitely over-exposed in 
some areas. With the 7292, “ the green 
is better, and separation of magenta 
and red is better. I cannot see any 
immediate difference with the 94 
grain, but I’m very happy with that. I 
believe that, overall, it is better than 
the Fuji or the Agfa.” “ Grain 
becomes more noticeable as soon as 
you lighten the print,” commented 
Case. “ Although the exposures were 
the same, the Agfa was printed at a 
lower light than the others, to maintain 
print density. The Fuji was printed at a 
heavier light, which probably killed the 
colours a bit. The 7292 is printed at a 
good light, the grain’s standing up 
well, and the blacks are good.” ★
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The Open 
Program
Everyone needs professional advice sometimes.
You can't go past the Australian Film and Television School’s 
Open Program for courses and training material prepared 
and delivered by top professionals actively working in film 
and television production.
Think about it and do yourself a favour. Contact us 
immediately for details on our resources and upcoming 
activities all around Australia:
Carmen Coutts Jenny Sabine
Sydney (02) 887 1666 OR Melbourne (03) 328 2683
Australian Film and Television School 
Open Program
LIGHTS WITH FLEXIBILITY & MUSCLE 
FOR THE TOUGHEST DUTIES.
Rank Electronics offer 
a large lighting range 
for all TV, film and video 
productions -  a range 
that meets every light­
ing and accessory 
need for the profes­
sional, from a single 
luminaire to a compre­
hensive studio installa­
tion with automated 
control and extensive 
memory capability. 
We've been the leaders 
in entertainment light­
ing for over 30 years, 
and are the industry in­
novators. So you can 
be sure you're getting 
the most advanced and 
reliable equipment 
available, and because 
Rank Electronics are 
the exclusive distribu­
tors, we can offer you 
the best when it comes 
to price and service.
Exclusive to Q uartzC olnr
Rank Electronics Pty Limited
LEADERS in LIGHTING EQUIPMENT
STATE OFFICES 
Sydney
16 Suakin Street 
Py ruble. NSW 2073 
Tel: (02)449 5666 
Telex: 71289
Melbourne Brisbane Adelaide
Regent House, 63 Kmgsway Unit 1,139 S andgate Road 34 King William Street
South Melbourne. VIC 3205 Albion. QLD 4010 Kent Town. S. A. 5067
Tel: (03) 61 3541 Tel: (07) 2628366 Tel: (08) 429827
Telex: 34732 Telex: 43396 Telex: 89202
Perth
Unit 1,106 Oxford S treet 
Leederville. W.A. 6007 
Tel: (09) 328 5122 
Telex: 93345
We Can Solve Sounds Good9
All Your Video 
and Film Sound 
Problems 
Under One Roof
a t a Cost 
Effective Rate
plssocidletf¡Sounds
P.O. BOX 27371, UPPER WILUS ST., WELLINGTON STUDIO; 26 WRIGHT STREET, NEWTOWN. 
TELEPHONE 850-780, 850-781 or 842-210
Associated Sounds L im ited, New  Z ea lan d ’s 
prem ier sound com pany, has recently opened  
a unique facility  featuring the latest and 
greatest equipm ent w ith w ell-know n brand  
nam es like Studer, Otari, Q. Lock, Albrecht, 
Trident, Amek, Magna-Tech.
Associated Sounds Limited can:
•  U ndertake conventional film  m ixing w ith  
high speed projection
•  Lock up video to 24 track to sprocketed to 
1 inch lay-back to quarter inch tape in any  
com bination
•  Handle all recording to 24 track locked up 
to either video or high speed projection
•  Provide com prehensive video sw eetening  
facilities including a com plete sound  
effects library
•  Provide 16/35 mm transfers and double  
head screenings
O ffer com plete rushes service in both  
Auckland and W ellington
Contact: Jane Byrne, Manager, for further details. 
One phone call can save you time and money.
A  matter of life 
and death
BLISS
In a period when Australian films have been 
struggling in vain to find an audience, the 
saga of Bliss, the movie, contains almost 
as much black comedy as Bliss, the novel. 
The accepted notion that Australian films — 
or music, or theatre — will find acceptance 
at home only after they have received 
accolades abroad has been turned on its 
head.
B liss got the bird in Cannes as few films 
ever have before (a French critic told me he 
couldn’t recall as many walk-outs from a 
competing feature in 30 years of covering 
the event), yet scored a record number of 
nominations (thirteen) in the Australian Film 
Institute Awards, and carried off three of the 
top prizes: Best Film, Best Direction and 
Best Adapted Screenplay.
Peter Carey's novel is one of those books 
you have trouble getting into but which, 
once you’re involved, takes hold. Its fetid, 
small-town atmosphere is the perfect set­
ting for the tale of an ad man who incon­
veniently dies, recovers, and finds himself 
in a kind of living hell. Filled with bizarre 
characters and situations, the book is an 
impressive original: funny, sick, truthful and 
very Australian.
Producer Anthony Buckley and his 
backers, the NSW Film Corporation, were 
obviously taking something of a risk in let­
ting former TV commercials director Ray 
Lawrence tackle such formidable material 
for his first feature and, further, to allow him 
to write the screenplay (in collaboration with 
author Peter Carey).
The adaptation is unquestionably over­
faithful to the source material, in all except 
one crucial detail: the setting is now Sydney 
instead of the northern town of the book. 
But this leave-nothing-out approach on the 
part of Lawrence the screenwriter pre­
sented Lawrence the director with the 
immediate problem of having simply too 
much to film: too many characters, too 
many asides, not enough concentration on 
the main character.
The result was the Cannes fiasco: a 
135-minute feature, shown on the last day 
of the festival, in which the brilliant and the 
banal were freely mixed, with indigestible 
results. B liss in Cannes played like a rough 
cut (it was rumoured that the festival 
director, Gilles Jacob, had been promised 
a shorter version and was furious to find 
himself showing such a long film). And, 
though a handful of perceptive critics — 
including the Guardian’s Derek Malcolm 
and the Toronto Globe and Mail’s Jay Scott 
— appreciated the film's ambitions and 
free-wheeling imagination, most weren’t 
even prepared to stay until the end. At the 
second press screening, only one critic was 
there at the finish.
Doubtless chastened by this grim experi­
ence (which could have been prevented if 
cool heads had forcibly pointed out to Law­
rence the inadequacies of the long version), 
B liss underwent re-cutting and re-mixing, 
and re-emerged for judging at the AFI 
Awards screenings in a pared-down, 
110-minute version, in which it was ecstatic­
ally received. Though there is little doubt 
that, in a year or two, there will be ‘special 
screenings’ of the uncut version of Bliss,
Can the real Harry Joy please stand up? 
Tim Robertson as Alex (on top) and Barry 
Otto as Harry in Bliss.
the new version is a huge improvement on 
the old.
The central character is Harry Joy (Barry 
Otto), apparently happily married, a 
successful ad man and fond father. His un­
expected death (beautifully visualized by an 
endless aerial tracking shot) is followed by 
his even more unexpected recovery. But he 
returns to a world where his wife (Lynette 
Curran) is openly cheating on him with his 
business partner (Jeff Truman); his son 
(Miles Buchanan) is a drug pusher whose 
main ambition is to go to New York and join 
the Mafia; and his daughter (Gia Carides) is 
an addict who gives her brother sexual 
favours in return for free dope.
It was apparently this Joe Orton-ish 
scene of incest that encouraged our 
beloved film censors to make fools of them­
selves yet again, and slap an R rating (later 
overturned) on the film.
To top it all, Harry discovers that his ad 
agency’s most important account has been 
marketing products known to be cancer- 
producing. It is all too much: he goes a 
little mad, leaves home, sets himself up in 
a smart hotel suite, and befriends an earthy 
little prostitute from the country (Helen 
Jones), who will change his life finally and 
forever.
Bliss is bursting with new talent. Ray 
Lawrence obviously has a career ahead of 
him; cinematographer Paul Murphy pro­
vides some highly-charged visual imagery; 
and the large cast is uniformly excellent, 
with Otto’s central performance much
improved after the tightening of the film. 
Helen Jones radiates contemporary 
sensuality as Honey Barbara, the eighties 
flower child, and there is a brilliant little 
cameo from Kerry Walker, almost unrecog­
nizable as the head of a mental home 
where Harry finds himself in most peculiar 
circumstances.
It is significant — though not surprising — 
that none of the three major distributors in 
Australia was willing to take a chance on 
releasing Bliss, forcing the NSWFC and 
Buckley to handle distribution themselves. 
This unexpected development may set an 
interesting pattern for the future. For, if 
Bliss succeeds (as it unquestionably 
deserves to), then perhaps other producers 
with off-beat productions will also go the 
way of self-distribution. And, God knows, 
we need more off-beat productions.
Meanwhile, Bliss has been invited to the 
New York and London film festivals, from 
which the inevitable overseas accolades 
may be expected, thus finally confirming for 
Australians that Bliss is a very good movie 
indeed.
David Stratton
Bliss: Directed by Ray Lawrence. Producer: 
Anthony Buckley. Screenplay: Peter Carey 
and Ray Lawrence, from the novel by Peter 
Carey. Director of photography: Paul Murphy. 
Editor: Wayne Le Clos. Art director: Owen 
Paterson. Costume design: Helen Hooper. 
Special effects: Bob McCarron. Music: Peter 
Best. Sound: Gary Wilkins. Cast: Barry Otto 
(Harry Joy), Lynette Curran (Bettina Joy), 
Helen Jones (Honey Barbara), Miles 
Buchanan (David Joy), Gia Carides (Lucy Joy), 
Tim Robertson (Alex Duval), Jeff Truman
(Joel), Paul Chubb (Reverend Des), Bryan 
Marshall (Adrian dunes), Robert Menzies 
(Damian), Nique Needles (Ken McLaren), 
Kerry Walker (Alice Dalton), Jon Ewing 
(Waldo), George Whaley (Harry’s father), Peter 
Carmody (Dr Hennessey). Production com­
pany: Window lll/New South Wales Film Cor­
poration. Distributor: same. 35mm. 110
minutes. Australia. 1985.
Bringing it all back 
home
A STREET TO DIE
Bill Bennett’s dramatization of events in the 
shortened life of Vietnam veteran Colin 
Simpson — who becomes ’Col Turner’ in 
the film — has many self-set obstacles to 
hurdle before it can work for a cinema audi­
ence. The subject itself — the crippling and 
carcinogenic effects of Agent Orange — 
has become well known through the media, 
in part due to the events depicted in the 
film. And the Royal Commission enquiry 
into the subject has recently overturned 
public views on the effects of Agent Orange 
by claiming to find no connection between 
the deadly chemical and the veterans’ 
diseases.
The film, then, might be mere television 
fodder — another worthy reconstruction of 
some social problem where the issues and 
solutions are easily presented. The danger
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The long g’day
THE EMPTY BEACH
Suburb o f shattered dreams: Jennifer Cluff 
and Chris Haywood as the Turners in A 
Street to Die.
in creating for the screen an ‘expos§’ on 
something about which the majority of the 
audience will know the outcome is that the 
film may end up perfunctorily joining the 
dots, with no confidence that it will have any 
power to move or shock (along the lines, 
perhaps, of A n n ie ’s C o m ing  Out).
While A S tre e t to  D ie doesn’t entirely 
overcome these difficulties (its fatalistic 
mood gears the viewer to accept its out­
come, rather than provoking the anger that 
may have been intended), it is evident that 
writer/director Bennett has used his skills to 
create a cinema film that is subtle and un­
sensationalist. It is more of a personal story 
and less of a ‘big issue’ film, although the 
filmmakers might have liked to have it both 
ways.
The film establishes an important sense 
of geography in its opening shots. The 
Turner family — Col and Lorraine (Chris 
Haywood and Jennifer Cluff) and their two 
children (Andrew and Peter Chirgwin), 
drive into suburbia to a new home in an ex­
serviceman’s housing area, where whole 
blocks and sides of streets have been 
allotted to veterans of various wars.
As the Turners stop in front of their new 
house, a neighbour's child smashes glass 
on the road — the first of many economical 
visual signs in the film to suggest growing 
abnormality and discord in the apparently 
placid and well-kept suburb.
Col’s first symptoms (rashes, glandular 
lumps) are initially ignored by both himself 
and his doctor. Then, amid scenes of rela­
tively normal family routines, comes the 
realisation of a gradually worsening 
physical condition and the knowledge that 
other families on the Turners’ side of the 
street also have problems: children with 
brain dysfunctions, husbands prone to 
violent and irrational behaviour. Following 
diagnosis of his probable leukemia or 
lymphoma, Col begins gathering evidence 
of the effects of chemical spraying in 
Vietnam.
The film removes itself from the deaden­
ing predictability of television soap opera 
by its low-key treatment of potentially ‘big’ 
scenes, instead allowing the characters to 
express their emotions realistically in un­
expected or more humorous situations. At 
the hospital, for instance, Lorraine is matter- 
of-factly told of Col’s terminal condition in a 
corridor, and relays this to Col as they walk 
away down the drive.
As Col quietly packs for hospitalization, 
Lorraine telephones her mother while, on 
the soundtrack, ‘Greensleeves’ is heard 
blaring from a passing ice-cream van, 
emphasizing a banal continuation of 
suburban reality, impervious to personal 
tragedy.
Col’s acknowledgement of his condition 
is manifested in several ways: his anger at a 
council worker spraying pesticides on a
children’s playground, for example, or his 
obsession with fixing everything in the 
house (which provokes Lorraine into a rage 
of denial that this is necessary: she wants 
everything to remain the same).
Doctors are subsidiary targets in the film, 
initially for their inability to recognise Col’s 
condition, then for their non-co-operation in 
establishing its cause. The Turners’ own 
doctor resorts to the ludicrous strategy of 
talking to Lorraine by telephone from an 
adjoining room to tell her what she already 
knows.
After Col’s death, Lorraine continues her 
fight for compensation and acknowledge­
ment of the effects of Agent Orange, and 
discovers that Col’s medical records have 
vanished. The final enquiry sequence is a 
headlong bolt into the brick wall of bureau­
cracy, from which Lorraine and her legal 
adviser (Peter Hehir) emerge triumphant.
The last sequence of all shows a marvel­
lously controlled sense of mise-en-scdne. In 
an earlier scene, shot from medium 
distance, we have seen Lorraine bury Col’s 
ashes in the garden and plant a tree over 
them. When she ultimately receives a tele­
gram advising her of success at the 
enquiry, we see her reading the news in 
close-up. She calls out “ We’ve won!’’ , 
ostensibly to her son. Then a camera move­
ment reveals that she is touching Col’s tree 
and is, of course, talking to him.
A S tree t to Die is clearly a labour of 
love, and the two lead performances dis­
play an admirably unsentimentalized 
feeling of ordinary people at the focal point 
of a far-reaching and far from ordinary 
story. The film’s weakest sections are those 
which introduce stock characters (such as 
Pat Evison’s battleaxe hospital sister), or 
stage a few scenes to illustrate Col’s irre­
pressible nature.
And, if the film has a major misconcep­
tion, it is any belief the filmmakers may have 
had that it would appeal to a mass audi­
ence. But, if its largest numbers of viewers 
do eventually see it on the home screen, 
what they will see is a dignified and con­
vincing record of a significant life and 
death, and of its repercussions in the com­
munity.
Mark Spratt
A Street to Die: Directed, produced and 
written by Bill Bennett. Associate producer: 
Jenny Day. Director of photography: Geoff 
Burton. Art director: Igor Nay. Editor: Denise 
Hunter. Sound: Leo Sullivan. Music: Michael 
Atkinson and Michael Spicer. Cast: Chris Hay­
wood (Colin Turner), Jennifer Cluff (Lorraine 
Turner), Peter Hehir (Peter Townley), Peter 
Kowitz (Craig), Pat Evison (Sister Sweet), 
Arianthe Galani (Dr Walsea), Robin Ramsay 
(Tom), Andrew Chirgwin (Paul Turner), Peter 
Chirgwin (Jason Turner), Susannah Fowle 
(Julie). Production company: Mermaid Beach 
Productions and Multifilms. Distributor: Rosa 
Colosimo. 35 mm. 91 minutes. Australia. 
1985.
Those familiar with Peter Corris’s Cliff 
Hardy novels may remember The Empty 
Beach as the one where Cliff gives up 
smoking, only to have smoke blown in his 
face by everyone he meets. Now, though, 
with the film of the book and that strange 
twist whereby a fictional character becomes 
interchangeable with a star, one can con­
fidently predict that Cliff will soon become 
public knowledge in the shape of Bryan 
Brown (or should it be the other way 
round?).
In the tradition of Dashiell Hammett’s 
Sam Spade and Raymond Chandler’s 
Philip Marlowe, Cliff Hardy is a private 
inquiry agent — a modern-day, all-Austra­
lian shamus. He is hired, by those who can 
afford to pay $160 a day plus expenses, to 
provide a service. And the type of people 
who hire him are quite accustomed to get­
ting what they demand. Hardy is, in fact, 
lackey to the mercenary whims of the rich. 
To quote the title of another Corris novel, it 
is ‘a dying trade’, but also one in which the 
absence of morality clearly separates the 
conqueror from the victim.
Yet Hardy is no idealist, romantically 
dreaming of the world as it might be: his life 
has been shaped by specific events, some 
of which are personal, others of which are 
simply part of the world as it is. On the 
page, Hardy’s past is a constant pre­
monition, present in every nuance of 
language and observation. Underlying his 
and the reader’s present is the possibility 
that, faithful though he remains to his 
clients’ wishes, justice may finally be met, 
even at the risk of his own life.
Corns’s Hardy is a white, boozy, working- 
class Australian male. His strongest reserve 
is the bitingly sarcastic humour with which 
he mocks the vagaries and corruption of 
the world around him. As so often, tough­
ness is a faintly disguised shield from 
dread: in many ways, Cliff Hardy is a 
descendant of the Irish convict.
Corris worked for a time on the screen­
play of T h e  Em pty  B each (eventually turn­
ing it over to Keith Dewhurst), and his wish 
was that, whatever changes took place in 
the story, the film should remain true to his 
invented character.
At its centre, there is a wonderful recipe 
for a detective yarn. At Bondi Beach, one of 
our most famous landmarks for the sun- 
brazen life, Marion Singer (Belinda Giblin), 
the distraught wife of a ‘missing’ property 
developer, hires Hardy. His investigations 
lead him (quite literally in one scene) up the 
garden path: to the journalist, Henneberry 
(Nick Tate), who knows too much and too 
little at the same time; to a colleague, Anne 
Winter (Anna Maria Monticelli), whose 
father happens to be a Cabinet Minister; to 
McLeary and Ward (Ray Barrett and Peter
Sydney shamus: Bryan Brown as Cliff 
Hardy in The Empty Beach.
Collingwood), Singer’s one-time partners, 
now respectable businessmen; and finally 
to Cliff’s long-time friend in the trade, Detec­
tive Sergeant Parker (John Wood).
The film’s action unfolds with fluid pre­
cision: several sequences — the raiding 
of a boarding house, for instance — stand 
out as masterful. And it is, at least on the 
surface, among the most confidently photo­
graphed, edited and designed (by John 
Seale, Lindsay Frazer and Larry Eastwood 
respectively) of recent films. The aura of 
Sydney, from its seedy pool halls to its 
equally corrupt harbour-side mansions, is 
tinged with aquamarine intensity. And the 
flow of luminous compositions is matched 
by Martin Armiger and Red Symons’s 
tersely sustained underscore, a gentle 
blend of natural and synthetic sounds.
Yet the problem with T h e  Em pty  Beach  
is that it only superficially points to why we 
should feel involved in Cliff Hardy’s pursuit. 
There is little room in the film for developing 
the kinds of traits that could otherwise give 
the audience an emotional gauge for the 
events through which Cliff Hardy directs us. 
There is almost a sense of stasis surround­
ing the character.
When we first see Cliff at home, there is a 
strong hint of intimacy between him and his 
flatmate, Hildegard (Kerry Mack). Later in 
the film, the couple are again seen 
together. Cliff, having stirred up the dust in 
the wake of his investigations, has just wit­
nessed a gory shoot-out in which an 
innocent derelict is killed. But the dramatic 
potential of the scene — Cliff’s responsibility 
for the death; the mutual attraction between 
the couple — is dissipated in a bland state­
ment about the colour of the dead man’s 
guts.
Several other seeds are planted: when 
Anne hits Cliff’s raw nerve concerning his 
divorce and the time he spent in the army; 
or when Cliff is seen, comfortable and at 
ease with the derelicts, dressed in their tatty 
remnants and staging a vigil at the ceme­
tery. But they are never fully realised.
One senses that the filmmakers intended 
to make Cliff Hardy a detached character, 
in which respect the casting of Bryan 
Brown is typical: he is the kind of aloof 
person who doesn’t want to talk much 
about himself. But Cliff Hardy is detached 
from more than just the other characters: he 
is also detached from himself. And the audi­
ence, like Hardy, is cut off from the very 
reasons that could otherwise lend the 
events a meaning. Hardy’s detachment 
becomes merely redundant, and the entire 
film a somewhat glib exercise in telling a 
detective story.
Paul Kalina
The Empty Beach: Directed by Chris Thom­
son. Producers: Tim Read and John Edwards. 
Executive producer: Bob Weis. Screenplay:
66 — November CINEMA PAPERS
Film Reviews
Keith Dewhurst, from the novel by Peter Corris. 
Director of photography: John Seale. Editor: 
Lindsay Frazer. Production designer: Larry 
Eastwood. Music: Martin Armiger and Red 
Symons. Sound: Max Hensser. Cast: Bryan 
Brown (Cliff Hardy), Anna Maria Monticelli 
(Anne Winter), Ray Barrett (Mac McLeary), 
John Wood (Parker), Nick Tate (Henneberry), 
Belinda Giblin (Marion Singer), Peter Colling- 
wood (Fred Ward), Kerry Mack (Hildegard), 
Barry Leane (John Singer). Production 
company: Jethro Films. Distributor: Hoyts. 
35mm. 90 minutes. Australia. 1985.
Norman
Gunston’s
Australia
WILLS AND BURKE
Of all the Great Australian Stories, the saga 
of Burke and Wills is one that particularly 
lends itself to the sort of episodic structure 
of which the best screenplays are made. Its 
history — at any rate as generally known — 
is a series of episodes (Menindee, Swan 
Hill, Cooper’s Creek, the Gulf of Carpen­
taria), linked by a lot of trudging along in the 
outback. Since trudging along in the out­
back is not the stuff of great cinema, better 
by far to concentrate on the episodic stop­
overs.
Even for a writer not committed (as is 
W ills  and  B u rk e ’s screenwriter, Philip 
Dalkin) to taking the piss out of the whole 
affair, an episodic story would be difficult to 
avoid. But Dalkin is not out to avoid it. In 
fact, he intensifies it, by repeatedly cutting 
back to Melbourne and the preparations 
for the stage show starring Julia Matthews 
(Nicole Kidman), the actress whom, the film 
suggests, Burke did the whole thing to 
impress.
The show also gives the film an up-beat 
ending: not Burke or Wills fading away 
beneath a gum tree, but a wonderfully 
mock-heroic finale, with Matthews, dressed 
up like a Barbie Doll Burke, singing the 
film’s closing song, ‘Who's Laughing 
Now?', which leads off with the immortal 
lines, "While everybody contemplated 
failure/And said I had no guts or genitalia/
I went ahead and crossed Australia". The 
fact that he didn’t come back again is not 
something the stage show need bother 
with. Neither, in a sense, does the film.
The stage show, in fact, slickly choreo­
graphed, with terrific pastiche designs (by 
Tracy Watt) and cod lurex costumes (by 
Rose Chong and Karen Merkel), is a pretty 
neat device. It is a lot of fun in its own right,
reducing the heroics to razzmatazz, and 
providing a juicy cameo for Jonathan 
Hardy as the moustachioed, pop-eyed pro­
ducer and expedition publicist, John 
Macadame.
More importantly, it also acts as an ironic 
framing device for the expedition as a 
whole, enabling Dalkin and producer/direc- 
tor Bob Weis to displace some of the 
mockery from the expedition’s hapless 
leaders onto the mentality that produced it, 
making it a kind of nineteenth-century ver­
sion of such pieces of pointless, self­
destructive bravura as pole-squatting and 
riding your motorbike across Grand 
Canyon.
But the stage show is only a small part of 
W ills  and B urke, occupying (some of) the 
last quarter hour. And the rest of the film 
has something of a problem stringing the 
other episodes (including some out-and-out 
cameos) together into a unified film 
comedy. This, to be honest, it manages at 
best sporadically.
There is, for instance, one little cameo just 
after the expedition has set out from Mel­
bourne which works pretty well. Two 
prospectors are looking for gold down (for 
some reason) a well. The more forceful is 
lowering the more gullible down the shaft 
by means of a primitive windlass with 
which, in the best comedy tradition, he is 
occasionally a little careless. But they 
remain resolute: gold is the stuff Australian 
fortunes are made of. “ Did you ever," asks 
one, "hear of a sheep rush?"
Then, as the well-watcher is hauled to the 
surface, the expedition passes (in a subjec­
tive shot) across his upside-down horizon. It 
is a puzzling vision, and the prospectors 
finally decide it must be a circus. "Where 
are the elephants?” they call across. Burke, 
a man not especially blessed with a sense 
of humour, responds with characteristic 
abruptness.
It is a fine little scene, funny in its own 
right, and linked on at least two levels with 
the theme of the film as a whole. But the rest 
of the ‘action’ sequences (as distinct from 
the stage show) are less successful, with 
the possible exception of Burke’s bizarre 
encounter with a trigger-happy outback 
police constable, (over)played by Chris 
Haywood.
True, some of the early Melbourne 
scenes, particularly those with the absurdly 
vainglorious Sir William Stawell (Peter 
Collingwood), firmly convinced that the 
whole populace can’t wait to kiss him, do 
achieve the brio of the ‘Carry On’ team's 
occasional excursions into history: 
authentic costumes, authentic sets, and 
blustering one-liners delivered just above 
the camera’s left ear. But the rest of the film 
is stylistically much more hit-and-miss.
Garry McDonald as Burke and Roderick 
Williams as Landells in Wills and Burke.
Part of the problem is Garry McDonald’s 
Burke. McDonald, as his Norman Gunston 
character makes clear, works best in a 
loosely structured situation, and is the sort 
of performer who is apparently funnier 
to be around than to watch on screen (the 
people in the background in bits of 
N o rm an  G u n s to n ’s A u stra lia  often seem 
to be having more of a ball than the viewer).
McDonald brings Gunston’s brand of 
aggressive petulance to Burke but, despite 
lurking evidence of a more sensitive por­
trayal on the fringes of his performance, he 
doesn’t really dispel the potential monotony 
of the expedition’s well-known progress 
from splendour to starvation.
Kim Gyngell’s Wills, obliged to play 
straight man to McDonald, makes a sur­
prisingly strong impression, though his per­
formance is rather caught in the film’s 
decision about how far over the top to go. 
With one foot firmly on the ground of 
psychological realism, Gyngell’s Wills 
sometimes seems to belong in a (the?) 
more serious version of the story.
W ills  and B u rke is an ingenious stab at 
a genre that few writers and even less film­
makers have successfully brought off: 
picaresque comedy. Grafting the notion of 
a rogue’s progress onto one of the sacred 
texts of Australian history is not necessarily 
a problem. But sustaining it through an 
hour and a half of widescreen action is a 
different matter. And, for all the sparks that 
fly from script, direction and acting, that is 
not really something that the film pulls off.
Like the expedition itself, it proceeds in 
fits and starts, occasionally losing its way, 
and never really making it to Mount Hope­
less (surely one of history’s more improb­
able goals). As a fun piece, it could be 
funnier. And, as a piece of demystification, 
it may take the piss, but it leaves the guts 
more or less intact.
Nick Roddick
W i l l s  a n d  B u r k e :  D ire c te d  b y  B o b  W eis. P ro ­
d u c e rs : B o b  W e is a n d  M a rg o t  M c D o n a ld .  
S c re e n p la y : P h ilip  D a lk in . D ire c to r  o f  p h o to ­
g ra p h y : G a e ta n o  N in o  M a rtin e tt i. P ro d u c t io n  
d e s ig n : T ra cy  W att. C o s tu m e s : R o se  C h o n g  
a n d  K a re n  M e rke l. E d ito r: E d w a rd  M c Q u e e n -  
M a s o n . M u s ic : R e d  S y m o n s  a n d  P a u l 
G ra b o w s k y . S o u n d  re c o rd is t :  Ia n  R yan . C a s t: 
G a rry  M c D o n a ld  (R o b e r t O 'H a ra  B u rke ), K im  
G y n g e ll (W illia m  W ills), P e te r  C o ll in g w o o d  (S ir 
W illia m  S ta w e ll), J o n a th a n  H a rd y  (J o h n  M a c a ­
d a m e ), R o d e r ic k  W illia m s  (G e o rg e  J a m e s  
L a n d e lls ), M a rk  L it t le  (J o h n  K in g ), R o y  B a ld w in  
(C h a r lie  G ray), S im o n  T h o rp e  (M c D o n o u g h ) ,  
A le x  M e n g le t (W illia m  B ra h e ), T o n y  R ic k a rd s  
(P a tto n ), D a ry l P ra s a d  (D o s t M o h a m m e t) ,  
W ynn  R o b e r ts  (W illia m  W righ t), D a lib o r  S a ta lic  
(B e ck le r), N ic o le  K id m a n  (J u lia  M a tth e w s ). 
P ro d u c t io n  c o m p a n y :  S to n y  D e s e r t L im ite d . 
D is tr ib u to r : G re a te r  U n io n . 3 5  m m . 9 8  m in u te s .  
A u s tra lia . 1985 .
On our selection
EMOH RUO
Comedy is something that, until recently, 
has been rather neglected by the Australian 
film industry, despite such early successes 
in the area of humorous sociological com­
ment as T h e y ’re a W e ird  M ob  (1966). For­
tunately, however, there are signs that 
things are beginning to change.
Earlier this year, we had M elv in , Son of 
A lvin , a kind of Antipodean P o rk y ’s, 
which shared some of the endearing 
naivety of the earlier A lv in  P u rp les  in its 
approach to sexuality, but which also 
touched (albeit superficially) on a number of 
contemporary social issues, including that 
fashionable favourite, multi-culturalism, 
together with the fitness industry and 
bizarre religious cults.
Em oh Ruo, the story of the Australian 
dream of buying one’s own home gone 
sour, is also, like M elv in , a comedy movie 
with a message, but one which recalls 
some of the comedy pictures made by 
Hollywood in its heyday rather than today’s 
product.
With its lively combination of satire, senti­
mentality, near-tragedy and pratfall farce, 
Em oh Ruo resembles one of the better 
Preston Sturges comedies, and its main 
characters, Des and Terri Tunkley (Martin 
Sacks and Joy Smithers), represent the 
modern Australian equivalent of Mr and 
Mrs Honest Joe American in a Frank Capra 
feature of the thirties or forties.
It seemed fitting that Cary Grant, as the 
advertising executive making his living out 
of bamboozling the American public, 
should suffer at the hands of his victims in 
M r B land ing s  B u ilds  H is D ream  H ouse  
(1948). But the Tunkleys, who, like so many 
young Australian couples, are lured on to 
the rocks by peer-group pressure and the 
media’s siren song, certainly do not 
deserve to have their dream become a 
nightmare.
Fortunately for those of us who like happy 
endings, the makers of E m oh Ruo allow 
the underdog to triumph, just as she or he 
did in a Frank Capra movie. And all this in 
spite of the machinations of assorted 
greedy financial institutions, builders and 
furniture stores.
This is not to say that the film is either con­
ventional or predictable in its approach. 
Director Denny Lawrence and writers Paul 
Leadon and David Poltorack have taken 
great delight in playing games with their 
audience throughout the movie: often, the 
joke is on us.
Something every home shouldn’t have but 
usually does: Max Phipps as the shonky 
real estate agent in Emoh Ruo.
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The opening sequence appears to be an 
advertisement for a building society: not 
until after we have automatically tuned out 
from its hard sell do we realise that this is, in 
fact, the beginning of the picture.
It is the kind of trick which the film con­
tinues to play. Any feminist knee-jerk 
reaction to our first sight of Terri in a bubble 
bath, for instance, seemingly posed as yet 
another tedious girlie shot, is neatly sub­
verted in the next scene, where we learn 
that Terri has usurped the bath and the 
bubbles of her employer (Anna Maria 
Monticelli,in a cameo role). Our preconcep­
tions are routed, and the movie’s central 
character has been sketched in with 
economy and skill: we know that our female 
protagonist yearns for a lifestyle other than 
her own.
Another, less pernicious type of television 
commercial is also satirized. The tyre ads of 
Des’s brother, Les Tunkley, are one of a 
kind which could only find favour in Aus­
tralia, where amateurism is such a popular 
part of our culture — a fact which explains 
the success of all those to whom the film's 
tyre tycoon (played with charmingly crass 
assurance by Philip Quast in his first cinema 
role) is first cousin.
E m oh R uo also wittily spoofs the sexism 
often present in such advertisements by 
having the obligatory scantily-clad piece of 
female set-dressing in the Tunkley tyre 
commercial played by a brawny woman 
body-builder (though this may anticipate a 
change in the acceptable stereotype, as in 
P e r fe c t.with Jamie Lee Curtis — muscles 
rather than mammaries). And, in addition to 
these bits of local iconography, the film 
takes in references to several other movies, 
including Jaw s, C lo se  E n c o u n te rs  o f th e  
T h ird  Kind, and even a hint of 2001: A 
S p ace  O d yssey , when Des’s kitsch 
masterpiece of a barbecue is revealed.
To its credit, E m oh Ruo treats all its 
characters with a degree of affection. Even 
the oleaginous villain, Sam Tregado, who 
sells the Tunkleys their self-destructing 
dream, has a certain larrikin appeal, largely 
owing to the performance of Max Phipps, 
who is one of the few experienced film 
people in a movie whose cast and crew 
contain a number of impressive deouts. 
And, among other noteworthy beginners, 
one in particular stands out: Jack Ellis, son 
of the ubiquitous Bob, who plays little Jack 
Tunkley.
What T h e  E m pty  B each  does for Bondi, 
Em oh R uo does for Narrabeen — or 
indeed any of Sydney’s beaches — paying 
homage to the allure of surf and sand over 
our outer suburban wasteland. Of course,
we know that Bondi may be more of a 
sewer than a subject for glossy postcards, 
just as life in a caravan park by the sea may 
not be as appealing as E m oh R uo paints it. 
Nor will a vagabond existence — as in the 
film’s fade-out — really be much fun for a 
pregnant Terri Tunkley.
But this S a tu rd a y  N ig h t F ev e r treatment 
of the couple’s lives, where characters are 
able to break away from an oppressive and 
humdrum way of life, is a refreshing change 
from the doggedly naturalistic approach 
more usually seen in Australian films.
Christine Cremen
Emoh Ruo: Directed by Denny Lawrence. 
Producer: David Elfick. Associate producer: 
Steve Knapman. Executive producers: David 
Thomas and John Picton-Warlow. Production 
executive: Lynn Barker. Screenplay: Paul 
Leadon and David Poltorack. Director of 
photography: Andrew Lesme. Editor: Ted 
Otton. Art director: Robert Dem. Costume 
designer: Anthony Jones. Music: Cameron 
Allan. Sound: Paul Brincat. Cast: Joy Smithers 
(Terri Tunkley), Martin Sacks (Des Tunkley), 
Jack Ellis (Jack Tunkley), Philip Quast (Les 
Tunkley), Louise Le Nay (Helen), Genevieve 
Mooy (Margaret), Max Phipps (Sam Tregado), 
Joanna and Nathalie Burgess (Twins), Bill Young 
(Wally). Production company: Palm Beach 
Pictures, for UAA Films. Distributor: Greater 
Union. 35mm. 93 minutes. Australia. 1985.
Once upon a time 
in the north
BURKE & WILLS
Tackling the untimely deaths of historical 
figures has recently presented filmmakers 
of diverse interests with a dilemma. The 
makers of Gandhi and Phar Lap resigned 
themselves to the fact that audiences were 
aware of the plights of their title characters, 
stuck the deaths at the head of the film to 
stop the suspense and opted for the flash­
back approach. The overall effect was 
somewhat anti-climactic. Far from relying 
on the body of the film to nurture the neces­
sary attachment to the characters and pro­
duce the subsequent outrage at their 
passing, the emotional peak pivoted pre­
cariously on the introduction and declined 
rapidly from that point.
The approach adopted by writer Michael 
Thomas and director Graeme Clifford in 
B u rke & W ills , however, refuses this fait 
accompli attitude to historical fact. It takes a 
more ambitious, and ultimately more effec­
tive, path: that of creating an attachment, 
even an ambivalence, to the protagonists, 
and then recounting their last moments 
through the anguish of the expedition’s 
lone survivor, John King (Matthew 
Fargher). The result is something of a 
double-whammy for the viewer, who dis­
covers that, in spite of hours of primary 
school tutelage on the outcome of the ill- 
fated journey, it comes as a moving 
revelation.
It is precisely this approach that lends the 
film much of its considerable emotional 
clout. A refusal to be intimidated by either 
the magnitude of the mistakes or history’s 
glowing eulogies to pioneering spirit lends 
the saga a new lease of life. The myths are 
humanized: errors in judgement that have 
been magnified to monumental sins over 
the passage of time are reduced to digest­
ible human foibles. Courageous quests are 
reduced to goals as dubious as colonial 
imperialism and as recognisable as the 
thirst for celebrity and knowledge.
Visually, structurally and in terms of many 
of its characterizations, the film resembles a 
western, but a western of the period when 
cowboys were becoming oddities on the 
periphery of a developing society — sore 
thumbs protruding as something of an em­
barrassment. While Russell Boyd’s majestic 
cinematography adeptly captures the 
expansive outback — with occasional rocky 
outcrops, reminiscent of Monument Valley, 
that draw attention to the minuscule figures 
in their midst — the characters sway 
between stoicism, short-sightedness and in­
defatigable spirit. The Aboriginals become 
synonymous with the Indians: noticeably 
passive, but clearly in and of the land, 
amused, confused and suspicious of the 
alien intruders.
Jack Thompson’s Burke wears his 
badge of courage and his individual moral 
code proudly, but allows his character to 
trespass into less charismatic territories. He 
is seen to be vain, bombastic and prone to 
rely on impulses that he should have 
learned are too often misguided. And. while 
Nigel Havers’s gently blossoming portrait of 
the refined, strait-laced Wills provides the 
necessary contrast, conflict and com­
passion of any great mateship, Greta
In search o f adventure: Nigel Havers as 
William John Wills in Burke & Wills, the 
$9-million Hoyts/Edgley epic.
Scacchi, as Burke’s fiancee, Julia Matthews, 
supplies the romantic interest — the spirited 
woman waiting in vain for the boys to come 
home. As with many westerns, the environ­
ment is largely masculine, rife with mate- 
ship, macho heroics and a dose of myopia.
The attention to, and reliance on, details 
from family life to flesh out the protagonists 
— a central element in Clifford’s first 
feature, F ran ces  — is also evident. Wills as 
the stereotypical Victorian gentleman and 
Burke as an Irish version of the Wild 
Colonial Boy are repeatedly embellished by 
the keepsakes that link them to their 
families, underlining the emotional distance 
that is harder to bear than the geographical 
isolation. And Clifford again makes use of 
the juxtaposition of contrasting environ­
ments — bourgeois Melbourne, sedate 
English tea Darties and dramatic outback 
landscapes — to emphasize his characters' 
diverse backgrounds, to orovioe un- 
expectea numour and to locate the expedi­
tion within the context of the priorities of the 
era.
Like Frances too, the emotional thrust of 
Burke & Wills is built on intensity rather 
than subtiety. The unconcealed admiration 
for individuals — actors or adventurers — 
willing to go out on a limb, to "cut it fine” in 
Burke’s words, is at the film’s core, as is the 
outrage, eventually vocalized by King, 
towards a sedentary middle-class, happy to 
bathe in the glory but ready to assume 
none of the responsibility of achievement.
While the passion for this brand of hero­
ism can occasionally overflow into a heavy­
handed outburst unnecessarily identifying 
Right and Wrong — with Julia’s vilification 
of the expedition’s financiers as one 
example — it is generally powerful and 
poignant. This tale of an epic historical 
journey has come to the screen with a 
perspective that is both reverent and 
refreshing.
Debl Enker
Burke & Wills: Directed by Graeme Clifford. 
Producers: Graeme Clifford and John Sexton 
Executive producers: Terry Jackman and 
Michael Edgley. Associate producer: Greg 
Ricketson Screenplay: Michael Thomas. 
Music: Peter Sculthorpe. Director of photo­
graphy: Russell Boyd. Production design: 
Ross Major. Costumes: George Liddle. Editor: 
Tim Wellburn. Sound: Syd Butterworth. Cast: 
Jack Thompson (Robert O'Hara Burke), Nigel 
Havers (William John Wills), Greta Scacchi 
(Julia Matthews), Matthew Fargher (John 
King), Ralph Cotterill (Charley Gray), Drew 
Forsythe (William Brahe), Chris Haywood 
(Tom McDonagh), Hugh Keys-Byrne (Ambrose 
Kyte). Production company: Hoyts/Edgley. 
Distributor: Hoyts. 35 mm. 140 minutes. 
Australia. 1985.
Mysteries o f the 
organization
THE COCA-COLA KID
Becalmed in a country which feels the rest 
of the world doesn’t matter and where 
people do prertty well as they please, Dusan 
Makavejev made no secret of his alienation. 
"Australia,”  he snarled, sitting amid the 
Gucci-and-chips ambience of Kings 
Cross’s Bayswater Brasserie, "is Switzer­
land trying to be Texas.”
How the director of M o n te n e g ro , W R: 
M yste ries  o f th e  O rg an ism  and S w e e t  
M ovie  ended up here was detailed in a 
Cinema Papers interview earlier this year 
(May 1985). What he thought of the place 
emerges with less clarity in this fitfully funny 
fable of American corporate methods 
coming unstupk when confronted with two 
more potent forces: sex, and a disinclina­
tion among Australians to take orders from 
anyone.
Derived froijn characters and incidents in 
two of Frank Moorhouse’s fragmentary
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Wagnerian wood 
notes wild
THE EMERALD FOREST
Money is expected from this film. The video 
people wanted to release their copies at 
about the same time or shortly after the 
film’s theatrical release. Eventually, they 
didn't; but there would not have been any 
fuss about it if both the film and the video 
people hadn't thought that there was 
money to be made from the picture.
I mention this because it is not immedi­
ately clear that T h e  E m era ld  F orest is a 
potential profit-taker. There is, for example, 
not a lot of money ‘on the screen’: no jazzy 
special effects, no big stars, lavish sets or 
costumes. The film’s message is topical, 
but not sure-fire: ‘Save the rain forest’ is 
definitely a Good Thing to say these days, 
but there must be other phrases that would 
evoke more general approval. ‘Be kind to 
old people’, maybe, or 'A policeman's lot is 
a pretty funny one’.
Someone probably thinks they have 
another G reys to ke  on their hands, of 
course. And T h e  E m erald  F orest is
an action picture tailored for the cur­
rently lucrative adolescent male market. 
But ultimately, this flick’s most commercial 
aspect may be its narrative premise: the 
theft of a child. ‘Where are our children?’ is 
a question that is asked by quite a few 
movies (and milk cartons) nowadays, 
apparently to the delectation of child and 
adult spectators alike.
Near the beginning of the film, a cute little 
Christopher Robin-type is whisked away by 
Amazonian Indians. After ten years of 
searching — maybe fifteen minutes of 
screen time — his father (Powers Boothe) 
locates him. Now he is Charley Boorman, 
scion of the film’s producer-director, John 
Boorman, and a fully-fledged member of 
the tribe that snatched him. He doesn't 
want to come home, and Boothe learns to 
respect that.
Meanwhile, however, the Evil Civilization 
of which Boothe-Daddy is the vanguard 
has encroached upon life in the jungle. The 
tribe’s women have been taken away by 
force to work as prostitutes in a Low Place. 
Charley has to ask Daddy for help to get 
them out. Then the tribe conjures up a 
megaflood which sweeps away a dam that 
Boothe-Daddy had helped to build, the 
proximate cause of all the trouble. The end 
title warns us that the rain forests are being 
destroyed.
if it seems to you that this account has 
little to do with the rain forest, that is prob­
ably because you do not understand the 
true value of the rain forest. I suspect that 
you think the rain forest is important 
because of the myriad species it supports 
and the delicate ecology it represents. Well, 
that may be so, and in T h e  E m erald  
F orest there are a couple of shots of exotic 
fauna and flora and at least one remark 
about oxygen to support that contention.
But it is pretty clear that, for this film at
novels, T h e  C o c a -C o la  K id  is the
cautionary tale of gung-ho Coke salesman 
Eric Roberts, determined to penetrate the 
territory controlled by old-time fizzy-fruit- 
drink entrepreneur, Bill Kerr, but undone by 
his canny frontier resistance and the attrac­
tions of his daughter, played by Greta 
Scacchi.
Makavejev’s closest approach yet to a 
mainstream commercial film, T h e  C o ca ­
C ola Kid shows he can do conventional 
comedy if he cares to. The comic set-pieces 
are wry, sharp, smoothly tooled. Roberts 
recording a new Coke jingle, for instance — 
“ Don’t wanna go where there’s no Coca­
Cola’’ — at an all-star session led by Tim 
Finn and a didjeridoo player, manages an 
ambience “ as Australian (to quote one 
player) as a shit sandwich, as a barbed-wire 
canoe’’. Makavejev lavishes considerable 
care on cameos like Esben Storm’s prissy 
hotel clerk; and he manages, with Tony 
Barry's camel-riding cop, Chris Haywood’s 
boozy Marxist and Kris McQuade’s eccen­
tric pilot, to convey some sense of the sur­
realism lurking in the Australian character.
But what finally makes T h e  C o ca-C o la  
Kid the least interesting of this director’s 
works is a failure of casting at the highest 
level. Eric Roberts and Greta Scacchi were 
not the warmest of collaborators, and their 
antipathy shows.
It is in the nature of the nihilistic 
Makavejev to see sex and violence as inex­
tricably entwined: in C o n fess io n s  of a 
S w itc h b o a rd  O p e ra to r  (1967), W R: 
M yste ries  of th e  O rg an ism  (1971), 
S w e e t M ovie  (1973) and M on ten eg ro  
(1981), boy met, got and murdered girl (or 
was murdered by her) with cheerful consis­
tency. From the first barbed meeting 
between Roberts and the scatty Scacchi, 
T he C o ca-C o la  Kid seems bent on a 
similar course: surely, assumes anyone 
acquainted with Makavejev’s work, their 
long-delayed coupling in a mass of white 
feathers will conclude with blood staining 
them, as it stained the sugar in S w eet 
M ovie  and the grain in M on ten egro .
Unfortunately, the violence implicit in the 
stainless-steel playing of Eric Roberts is 
never fully realised. His beady-eyed obses­
sion (largely a replay of the one he dis­
played as Dorothy Stratten’s killer in S tar  
80) is bizarrely at odds with Scacchi’s 
buxom charm. Makavejev has admitted
Too real fo r  the Real Thing? Greta Scacchi 
as Terri, Becker’s dippy secretary (and 
eventual bedmate) in The Coca-Cola Kid.
that, in one early script, Roberts removed 
his belt in their climactic sex scene only to 
thrash her with it; but this, like most other 
anarcho-sexual elements in Makavejev’s 
vision, was suppressed in the quest for a 
commercial product.
The result is a sex comedy where, far 
from ‘meeting cute’, the lovers barely 
acknowledge each other’s existence, and 
where the violence in the air is never 
released in the surrealist and anarchic cath­
arsis one expects. A murdered Scacchi 
rising up defiantly spouting revolutionary 
propaganda like Milena Dravid’s severed 
head in W R, or turning on her family to 
poison the lot of them, as did Susan 
Anspach in 0 M o n ten egro , would have 
brought T h e  C o ca-C o la  Kid to a satisfying 
conclusion.
Instead, Roberts, tamed by failure, 
snuggles down with Scacchi in amiable 
domesticity, at one with her cutely pre­
cocious daughter, DMZ (Rebecca Smart), 
her cockatoo and her white mice. In his 
penultimate cut of the film, Makavejev still 
had a minatory final title: “ A year later/As 
cherry trees blossomed in JapanAA/orld 
War III broke out’ ’. Doom was seen to hang 
over their menage, as surely as it does over 
the family in M on ten egro , about to sit 
down to its lethal supper. But the words 
have disappeared from this released 
version, removing the last vestiges of that 
anarchy and political playfulness which are 
Makavejev’s trademark. Sadly, Switzerland 
won.
John Baxter
The Coca-Cola Kid: Directed by Du$an 
Makavejev. Producer: David Roe. Executive 
producer: Les Lithgow. Co-producer: Sylvie 
Le Clezio. Screenplay: Frank Moorhouse, 
based on his own short stories. Director of 
photography: Dean Semler. Editor: John 
Scott. Production design: Graham Walker. 
Music: William Motzing. Original songs: Tim 
Finn. Sound: Mark Lewis. Cast: Eric Roberts 
(Becker), Greta Scacchi (Terri), Bill Kerr (T. 
George McDowell), Chris Haywood (Kim), Kris 
McQuade (Juliana), Max Gillies (Frank), Tony 
Barry (Bushman), Paul Chubb (Fred), Tim Finn 
(Philip), Colleen Clifford (Mrs Haversham), 
Rebecca Smart (DMZ), Esben Storm (Country 
Hotel Manager), Steve Dodd (Mr Joe), Ian 
Gilmour (Marjorie), David Argue (Newspaper 
vendor). Production company: Cinema Enter­
prises, David Roe and Smart Egg Pictures. 
Distributor: Roadshow. 35mm. 94 minutes. 
Australia. 1985.
Charley Boorman as Tomme in The 
Emerald Forest.
least, all that ecological stuff is small 
potatoes. What is going down the gurgler in 
the destruction of the rain forest is people — 
tribes of Indians — not a bunch of ants and 
trees. More than that, our heritage is what is 
really at stake, for these primitive folk know 
‘what we have forgotten’. T h e  E m erald  
Forest is first and foremost an attempt to 
represent their wisdom, to create or 
recreate a myth of past and future.
This helps to explain some of the 
apparent contradictions of the film. Why, for 
example, such prodigious effort has been 
expended to make the rain forest look like 
the set of a thirties Tarzan film; why the 
acting and direction of such a potentially 
emotional and suspenseful story are so 
wooden and removed (Powers Boothe 
comes on like a John Saxon reject; every 
line uttered by the Indians drips with 
didacticism); why the language the Indians 
speak sounds as though it had been made 
up by Anthony Burgess; why there is a 
credit for tribal choreography; and, most of 
all, why a film that so showily advocates 
saving the rain forest should display so 
much racism and sexism.
Lately, the literary Right in Britain has 
been enjoying a resurgence (in part, 
perhaps, because some of its trappings 
strongly resemble those of the hippie Left of 
the sixties). John Boorman’s films, like the 
poems of Ted Hughes, are a product of the 
Natural (or Sociobiological) literary Right. In 
them, drugged mysticism and the natural 
world are posited as Good, and contrasted 
with mechanical rationality and modern 
industrial civilization.
The Nature represented in T h e  E m erald  
F orest is anything but primitive com­
munism, even if lip service is paid in pass­
ing to that idea. It is, rather, the Spencerian 
domain of an Aryan hero king. Richard 
(D er R ing des N ib elu ng en) Wagner, not 
Claude (Tris tes  T ro p iq u es ) Lévi-Strauss, 
is responsible for this myth. And the film 
ends with the adopted blond, blue-eyed 
young Boorman installed without question 
as the rightful chief of the Indian tribe, after 
it has far more certainly wreaked its 
vengeance on a neighbouring tribe of 
radically evil urban black lookalikes than it 
has damaged the forces of twentieth- 
century civilization.
Fathers and sons are the concern of the 
story, and the women — ‘authentically’ 
erotically costumed — mere objects of 
exchange, passive receptacles of male 
‘need’, and reproductive social glue. T h e  
Em erald  F o res t is an ugly film, peevishly 
going out of its way to make such petty 
ideological points.
There is a lesson to be learned here: not 
that the fellow beside you yelling “ No 
dams!”  may be a pig (although that is 
useful to know), but that a work of calcu­
lated Brechtian distance need not be 
promoting Brecht’s preferred politics. 
There is no necessary connection between 
radical form and radical politics. But we 
knew that already, didn’t we?
Bill and Diane Routt
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The Em erald Forest: Directed and produced 
by John Boorman. Co-producer: Michael Dry- 
hurst. Executive producer: Edgar F. Gross. 
Screenplay: Rospo Pallenberg. Director of 
photograhy: Philippe Rousselot. Production 
designer: Simon Holland. Editor: Ian Crafford. 
Sound editor: Ron Davis. Music: Junior Horn- 
rich, with Brian Gascoigne. Tribe choreo­
graphy: Jose Possi. Cast: Powers Boothe (Bill 
Markham), Meg Foster (Jean Markham), 
William Rodriguez (Young Tomme), Yara 
Vaneau (Young Heather), Estee Chandler 
(Heather), Charley Boorman (Tommy), Dira 
Paes (Kachiri), Eduardo Conde (Uwe Werner), 
Rui Polonah (Wanadi), Maria Helena Velasco 
(Uluru), Tetchie Agbayam (Caya), Paulo 
Vmicius (Mapi), Claudio Moreno (Jacareh). 
Production company: Embassy Films. Distri­
butor: CEL. 35 mm. 113 minutes. USA. 
1985.
Come back, Shane
PALE RIDER
Pale  R ider, which marks Clint Eastwood’s 
long-awaited return to the saddle he 
vacated after T h e  O u tla w  Josey  W ales
almost a decade ago, will probably not dis­
appoint the star’s die-hard following. It has 
enough of the patented Eastwood touches
— fast action, wry humour, cruel adver­
saries and harsh landscapes — to bring the 
memories flooding back.
But those who expected it to be some 
kind of cinematic messiah — a film that 
would restore the western to its former glory
— are likely to be disappointed. That 
honour seems more likely to fall to Law­
rence Kasdan’s S ilverad o , which has 
already opened in the United States, or to 
some future film that has learned the 
lessons taught by such incognito horse 
operas as S tar W ars  and the Indiana 
Jones movies.
Pale R id e r’s problem is that it fails to 
establish a clear-cut identity of its own: it is 
less a western than a copy of one. Thus, 
while it appears to question and, at times, 
even to mock the tradition celebrated in 
1953’s S hane, the film on which it is based.
Pale Rider: Clint Eastwood as the 
Preacher, an unlikely Ladd in a latter-day 
version o f the classic western, Shane.
it offers no new perspectives. The gut-level 
tension of the classic westerns (and, 
indeed, of most of Eastwood’s better work) 
is noticeably absent. What remains is little 
more than the type of stylized and con­
sciously arty self-parody that has character­
ized much of the director’s work since 
1980’s B ronco  Billy
The film takes its title and much of its 
theme from the Book of Revelations, which 
describes a ‘pale horse’ whose rider is 
death, and who is accompanied by hell. The 
protagonist, known only as ‘Preacher’, is 
clearly intended to be associated not only 
with resurrection (as was the chivalric 
Shane), but also with damnation and dark­
ness — a symbolism enhanced by Bruce 
Surtees’s photography, which imbues 
every scene with a pervasive gloominess 
that tempers even the film’s happier 
moments.
The mysterious Preacher first appears 
among the inhabitants of a mid-nmeteenth- 
century mining camp, after it has been 
raided by gunmen hired by the brutal 
LaHood family, who run a large strip-mining 
operation. He quickly saves one of the 
miners, Hull Barret (Michael Monarty), from 
a savage beating, and is taken home to 
meet his fiancee, Sarah (Carrie Snodgress), 
and her daughter, Megan (Sydney Penny). 
Although the women sense something 
dangerous about the stranger, they allow 
him to stay, and he proceeds to take on the 
role of saviour to the miners of Carbon 
Valley.
Ultimately, he succeeds in uniting the 
miners against the LaHood conglomerate 
but, in the process, becomes entangled 
with the two women, who now see him as 
the answer to their own prayers. The 
Preacher's relationship with Megan and her 
mother is a good example of the funda­
mental weakness of Pale  R ider, in that 
Eastwood uses it as means of highlighting 
the stranger’s innate sensitivity and vulnera­
bility. There is even a sense of wistfulness 
which intrudes beneath his veneer of im­
pregnability. This is not the steely-eyed 
gunman of A F istfu l of D ollars, nor is it 
Shane: it is Eastwood the auteur providing 
a Felliniesque examination of his on-screen 
psyche.
Throughout the film, he plays with 
themes and images from his earlier work: 
the rapacious women of T h e  B egu iled  
(1971), the biblical fury of High P lains  
D rifte r (1973) and the enigmatic gunfighter 
of A F istfu l o f D o llars  (1966). But, in trans­
lating these motifs into Pale R ider, East­
wood softens his well-established persona 
to such an extent that the viewer might be 
forgiven for thinking that it is the self- 
effacing Bronco Billy who is riding forth to 
take on the LaHoods’ hired guns.
While such a re-interpretation worked to 
Eastwood's advantage in last year's T ig h t­
rope. which cast his ‘Dirty Harry’ character 
as a family man. he was not dealing, as he 
is here, with the stuff of legend. What this 
film desperately needs is less artistic and 
emotional baggage, and more myth.
Even the final shoot-out, when it occurs, 
is stripped of its drama by the shuffling of 
numerous overworked western cliches. 
Perhaps Eastwood means to show us that 
the day of the western has passed for ever, 
and that a film such as S h ane  cannot be 
resurrected. He certainly offers no new 
approaches, beyond a R am boesque  
image of a gun reaching up from a water- 
trough to dispatch one of the villains. 
Kasdan, at least, is able to turn some of 
these cliches inside out in S ilverad o  and, 
while not necessarily remaining true to 
Western lore, at least captures its spirit.
To Eastwood's credit, if Pale R id e r’s 
conception and plotting can be faulted, 
very little else can. His acting, within the 
boundaries of his interpretation of the 
Preacher, is excellent. And he has 
extracted strong ensemble performances 
from his cast, particularly Moriarty who, in 
fact, commands more screen time than 
Eastwood himself. His is a fragile blending 
of vulnerability with an almost cocky self­
assurance.
Bruce Surtees 's  ph o tog raphy  is 
supremely effective in conjuring up a sense 
of time and place even as he shades them 
with an almost satirical darkening of moods 
and tones. Joel Cox’s brisk editing and 
Lenme Niehaus’s deliberately spare but 
evocative score complement the visuals 
and provide the film with much of its sense 
of movement.
But writers Michael Butler and Dennis 
Shryack thwart the best efforts of the 
normally efficient Malpaso technicians. 
Anachronistic lines such as "Mining is what 
we're about", placed in the mouth of a 
grizzled nineteenth-century miner, indicate 
that the only West the writers are familiar 
with is West Los Angeles in 1985.
For Eastwood fans, then, Pale R ider 
may well be a trip down memory lane: but, 
for western movie fans in general, this 
second coming of S hane is a pale imitation 
indeed.
Sieve Hanson
Pale Rider: Produced and directed by Clint 
Eastwood. Executive producer: Fritz Manes. 
Associate producer: David Valdes. Screen­
play: Michael Butler and Dennis Shryack. 
Director of photography: Bruce Surtees. Pro­
duction design Edward Carfagno. Editor: Joel 
Cox. Music: Lenme Niehaus. Cast: Clint East­
wood (Preacher), Michael Monarty (Hull 
Barret), Came Snodgress (Sarah Wheeler), 
Christopher Penn (Josh LaHood), Richard 
Dysart (Coy LaHood), Sydney Penny (Megan 
Wheeler), Richard Kiel (Club). Production com­
pany: Malpaso, for Warner Bros. Distributor: 
Roadshow. 35 mm. 113 minutes. USA. 1985.
Double-o-sixteen
A VIEW TO A KILL
Twenty-three years and sixteen films on, 
the Bond movie is one of the cinema’s most 
enduring institutions. Regular as clockwork 
but considerably more sophisticated, it 
comes round every other year, released in 
early summer in both hemispheres (which 
is why we get it six months late). No other 
continuous series of films has run so long: 
even Rin Tin Tin hung up his collar after 
nine years, before being replaced by Son 
of Rinty — Rin Tin Tin Jr. to be precise, who 
lolloped on for three or four more.
There isn’t much junior about the Bond 
films these days, though. Sean Connery 
and Roger Moore, neither of whom was in 
the first flush of youth when they started (in 
1962 and 1973 respectively), now tie at 
seven Bonds each. Moore is the official title- 
holder, though Connery came back after a 
twelve-year gap in 1983 with N ever Say  
N ever A gain . The only other contenders 
have been the intentional spoof of David 
Niven in C asino  R oyale  in 1967. and the 
less intentional spoof of George Lazenby in 
On H er M a je s ty ’s S ecre t S erv ice  in 
1969.
The latest outing. A V iew  to a Kill (the 
title is. for some reason, taken from the 
English hunting song. D ye ken John 
Peel?’), belongs very much to the eighties, 
with its big Director of Marketing’ credit. 
These days you don't make a movie on that 
kind of budget unless you’ve got something 
to move in the foyer. For A V iew  to a Kill 
it’s records, books (the sort you read and 
the sort you colour in), computer games, 
role-playing games and underwear.
A Bond movie, in fact, is less a film than 
an economic event. But, despite all those 
academics (Umberto Eco included) who 
leapt on the Bond wagon in the early 
seventies, there is not a lot to be said about 
the content. To be worth analyzing at 
length, popular culture needs some contra­
dictions. The Bond movie has none: it is 
openly sexist, brazenly action-oriented and 
ideologically crude — all of which tends, 
paradoxically, to make it ideologically 
neutral. You know where you stand with a 
Bond movie. And, knowing that, you let it 
get on with things.
A V iew  to a Kill gets on with things very 
nicely, dispensing almost entirely with such 
old-fashioned notions as plot and motiva­
tion, sticking to its stunts, and not trying to 
be too clever. The story concerns a micro­
chip that is impervious to magnetic pulse 
damage (which, as we all know, is what 
happens after a nuclear explosion). He who 
holds the chip, we are told, rules the world. 
Wicked international industrialist Max Zorin 
(Christopher Walken) goes after the chip; 
having got it, he plans to wipe out San Fran­
cisco’s Silicon Valley, corner the market — 
and, of course, rule the world. The plot, in 
other words, is about as complicated as 
D.W. Griffith’s 1909 two-reeler, A C o rn er in 
W h eat
But to tell the story, producer Albert 
Cubby’ Broccoli (direct descendant of the 
man who crossed his cauliflowers with a 
spinach plant), director John Glen (on his 
third Bond outing) and writers Michael G. 
Wilson and Richard Maibaum (the latter
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Above, James Bond (Roger Moore) carry­
ing on up the Eiffel in A View to a Kill. 
Below, Chevy Chase in one o f  the few  dis­
guises that actually make him look different 
in Fletch.
having been with the series since the start) 
take in Siberia, London, Paris, Versailles 
(passed off as Zorin’s French country 
house) and California.
Each segment of the plot is more or less 
independent. In Siberia, it’s ski stunts and 
a mini-submarine masquerading as an 
iceberg; in France, it's a horse with a mal­
evolent microchip in its leg, some hanky- 
panky on the Eiffel Tower and a chase in a 
disintegrating taxi; in California, it’s more 
chases through the Bay City’s much 
chased-through streets and the Big Bond 
Set — an abandoned and soon-to-be- 
flooded mine.
On the human front, there are guest 
appearances by Patrick Macnee, Patrick 
Bauchau and David Yip; the baddies are 
cast by physiognomy (Christopher Walken 
is very blond and sinister, Grace Jones is 
very black and feline); and the Bond 
maiden — an essential feature — is, as 
played by Tanya Roberts, spunky but in 
ultimate need of rescue, in the best 007 
tradition.
At the centre of it ail is Roger Moore. 
Bond purists like myself have some diffi­
culty with Moore. Sean Connery brought a 
distinctive, rough presence to the part — a 
ruggedly sophisticated sportsman, whose 
physicality never disappeared into the 
dinner jacket. Broccoli, who pulled Con­
nery’s career out of a backwater to play the 
role, put it more bluntly: “ he locked like he 
had balls’’. And there was the accent: 
gently Scottish, which made precise social 
location impossible, since it is the only 
British regional accent to have no class 
connotations.
Though Moore doubtless has all the 
same bits as Connery, his image is very 
different: that of a world-weary charmer, 
less lounge lizard than bedroom iguana. He 
invests the double entendre which is a 
staple of the script with more smut and less 
sexuality than did Connery. And increas­
ingly, although the Moore who appears 
behind the famous roving red spotlight of 
the opening credits appears ageless, the 
Moore who appears thereafter does not. As 
a result, he moves through the film like the 
Golem, not quite of his time, but determined 
to leave his mark.
None of this makes the slightest differ­
ence, however. Bond movies, like Russ 
Hinze, are impervious to such ordinary 
quibbles. And A  V iew  to  a Kill is probably 
the best so far: a gosh-heck, heavens-to- 
Betsy piece of filmmaking, structured to a 
pulsebeat of climaxes, crafted by a group 
of technicians who make the pyrotechnics 
of R am bo look like something out of 
Thunder-birds, and so perfectly judged in 
tone that it can predict its impact on its 
audience much as Pavlov did on his dogs. 
Innovative it isn’t; effective it most certainly 
is.
Nick Roddick
A View to a Kill: Directed by John Glen. 
Producers: Albert R. Broccoli and Michael G. 
Wilson. Associate producer: Thomas Pevsner. 
Screenplay: Richard Maibaum and Michael G. 
Wilson. Director of photography: Alan Hume. 
Editor: Peter Davies. Production design: Peter 
Lamont. Music: John Barry. Sound recordist: 
Derek Ball. Sound editor: Colin Miller. Cast: 
Roger Moore (James Bond), Christopher 
Walken ( Max Zorin), Tanya Roberts (Stacey 
Sutton), Grace Jones (May Day), Patrick 
Macnee (Tibbett), Patrick Bauchau (Scarpine), 
David Yip (Chuck Lee), Fiona Fullerton (Pola 
ivanova), Desmond Llewelyn (Q), Robert 
Brown (M), Lois Maxwell (Miss Moneypenny). 
Production company: Eon Productions (for 
MGM/UA). Distributor: UIP. 131 minutes. 
Britain. 1985.
A  Chase of 
mistaken identity
FLETCH
Another difference between Australian and 
American cinema: Australian film adapta­
tions of novels, popular or otherwise, prefer 
fidelity: for better or for worse, Hollywood
has no such prejudices. F le tch , for 
example: Michael Ritchie and Andrew 
Bergman’s version of Gregory McDonald’s 
1974 detective novel chops and channels 
its narrative to fit an eighties pop style, 
perfectly capturing a key pop experience: 
evanescence. F le tch  is a movie which 
evaporates from the memory at twice the 
average rate.
Investigative reporter and basketball nut 
I.M. “ Don’t call me Irwin” Fletcher (Chevy 
Chase) starts the film undercover as a 
beach-bum junkie cracking a story on hard 
drugs by the California sea, where he is 
approached by young, wealthy Alan 
Stanwyk (Tim Matheson, playing the part as 
if he’d been snorting instant coffee for three 
days but didn’t want to show it).
Stanwyk claims to be dying of bone 
cancer, and needs Fletch, chosen because 
he's such a healthy, dependable-looking 
layabout, to murder him. His family will then 
get the insurance money suicide would 
have abrogated.
Fletch sidelines the dope investigation, 
which irritates his editor but somehow 
escapes the attention of the beach com­
munity’s chief of police, Karlin (Joe Don 
Baker, dying of moral cancer and dripping 
it with gusto down his ample shirt front), 
who gives Fletch the reception ‘Bay City’ 
has reserved for downtown snoops since 
Chandler’s time.
Undeterred, Fletch sets out to under­
stand Stanwyk’s motives, and has a most 
successful meeting with the disaffected Mrs 
Stanwyk (Dana Wheeler-Nicholson). In a 
symmetrical climax scene at the Stanwyk 
mansion, the beach bum-heroin-police 
chief plot and the Stanwyk-wife-mistress- 
murder plot intersect and explain each 
other, and the unsavouries are eliminated. 
Fletch, the widow Stanwyk and $3,000,000 
end up on the beach, this time in Rio. Fletch 
tries to explain basketball to her as the end 
titles come up.
McDonald’s Fletch is a compound of the 
competitive thirties wisecrack specialist, like 
Cagney, and the playfully smooth con-man 
routines of a James Garner. As written, 
Fletch is a pointedly drug-less version of 
Hunter S. Thompson’s public persona (also 
fictionalized about the same time as Uncle 
Duke in Gary Trudeau’s Doonesbury strip).
In the film, the casting of Chase has inter­
esting consequences. His style is built on 
pauses for reaction and reflection, with him 
leaning slightly back on his heels from his 
considerable height, and weathering the
onslaughts of other actors with a thickened 
quizzicality (not to be mistaken for insight or 
self-knowledge). Of ail the actors to have 
risen from S a tu rd a y  N ig h t L iv e  — John 
Belushi, Bill Murray, Dan Aykroyd, Eddie 
Murphy — Chase is by far the least aggres­
sive. In that context, he was an excellent 
straight man: his Gerald Ford was impec­
cable.
With such an actor for Fletch, the film 
trades off the character’s razor edge and 
must find other strategies, particularly as 
Chase is made to carry the entire enter­
prise. For example, Chase/Fletch’s one-line 
comebacks are written much further from 
the central issue of any given scene. This 
gives them a whimsical rather than a critical 
quality, and transforms the character into 
something zany but domesticated. Unlike 
McDonald’s Fletch, Chase’s is someone 
you wouldn’t hesitate to introduce to your 
mother.
This rhetorical shift keys the pattern for 
other shifts in the film. The novel’s Fletch 
breezily and pointedly uses people, easily 
and often. Sometimes, they are people who 
deserve to be used, sometimes not. Many 
of his fellow characters do not like Fletch at 
all: he’s a smart-ass sonofabitch who gets 
away with it.
Chase/Fletch, on the other hand, is a nice 
guy. The novel’s Fletch is provided with 
several casual sexual partners, and ends 
up alone in Rio with the $3 million. By 
contrast, the sexual configuration of the film 
can just barely be called a triangle, and the 
direction of sexual issues is towards mono­
gamous coupling: it drops several female 
characters from the novel, just as it dras­
tically reduces the number of people Fletch 
flim-flams.
The other side of this trade-off is to 
provide a series of comic sketches built 
around Chase’s skills. The linking theme of 
these sketches, as the images under the 
end credits make clear, is impersonation — 
Fletch as a protean assumer and discarder 
of characters, identities and disguises.
This is a genuinely funny idea in the film, 
because it is grafted onto the base of 
Chase’s comic persona: the deadpan style 
of a character who thinks he’s doing 
fine, and who plays the part unaware of 
gaffes, shortcomings or contradictions. In 
all the parts he assumes during Fletch , 
Chase is exactly and perfectly the same, 
and blithely unconcerned about the fact.
It’s the face that does it. Physically, it’s a 
very long face divided into two parts which 
don’t seem to have much connection; the 
bottom half and the top half — mouth and 
eyes — are separated by an expanse of 
undetailed skin, which the film prefers to 
render like Mount Rushmore. In the same 
way, the visage and the character are also 
sharply divided: you can’t look Into that 
face, can’t see things in it or about it.
Surprisingly (for a Michael Ritchie film, 
not so much so for an Andrew Bergman 
one), F letch  has an amiable and placid 
coolness, without taking cool as its subject. 
It’s the sort of enjoyable film I’d consider 
good value on a double bill. It has slabs of 
B everly  H ills C op music tightly chunked 
around the dialogue passages; it has lots of 
funny lines (although one must strain at 
times to pick words out of the sound mix); 
and it is much more interested in Chevy 
Chase than it is in its detective story. It is a 
film which sets itself a rarefied and finely- 
tuned challenge, to be played out with 
great precision in the hope of small 
rewards.
Dave Nash
F le tch : Directed by Michael Ritchie. 
Producers: Alan Greisman and Peter Douglas. 
Screenplay: Andrew Bergman. Director of 
photography: Fred Schuler. Production 
designer: Boris Leven. Editor: Richard A. 
Harris. Costumes: Gloria Gresham. Music: 
Harold Faltermeyer. Cast: Chevy Chase 
(Fletch), Joe Don Baker (Chief Karlin), Dana 
Wheeler-Nicholson (Gail Stanwyk), Richard 
Libertini (Walker), Tim Matheson (Stanwyk), 
M. Emmet Walsh (Dr Dolan). Production com­
pany: Douglas/Greisman, for Universal. Distri­
butor: UIP. 35 mm. 100 minutes. USA. 1985.
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Until they found out their next assignment was each other.
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Short Reviews:
An A-Z
The attempt by Disney to make films for 
more ‘mature’ audiences (usually through 
its Touchstone division) has not been easy, 
or totally successful.
Films like Splash, Tex and Something 
Wicked This Way Comes have shown that 
the goal can be achieved aesthetically and 
commercially (though not always both) 
when a certain amount of resolve is 
adopted to provide something genuinely 
unDisneylike.
Trying to get the best of both worlds, as is 
evident in Baby: S e c re t o f th e  Lost 
Legend , creates an uncomfortable (though 
not uninteresting) hybrid.
The premise is pure Disney: an ambitious 
female palaeontologist (Sean Young), with 
her spunky young husband (William Katt) in 
tow, race an evil rival (Patrick McGoohan) 
to discover living dinosaurs in Africa.
Technically, there are few highlights. 
John Alcott's cinematography is fairly 
pedestrian, the Dolby stereo sound is un­
exciting, and the special effects with the 
dinosaurs generally look like people 
prancing about in polystyrene suits.
The plot execution is a confused mixture 
of adult’ elements — sex, swearing, race 
gags, a bit of politics — downbeat drama, 
mawkish sentiment and silly comic turns 
which simply don’t gel. And unfortunately, 
the ‘adult’ elements raise audience 
expectations for character development 
and drama which the film does not fulfil.
Jim Schembri
C a t’s Eye is something of a mish-mash — 
a mish-mash which is often quite pleasing, 
but a mish-mash all the same. Its genesis — 
Dino de Laurentiis was apparently so taken 
with Drew Barrymore during the shooting of 
Firestarter that he decided he wanted to do 
another Stephen King story with her — 
suggests a hastily cobbled-together 
subject. And that, frankly, is what we get.
The film is made up of three King stories, 
two of which — Quitters, Inc., about a no- 
holds-barred anti-smoking clinic, and The 
Ledge, about high anxiety at the top of a 
high rise — pre-existed the project. And 
they are strictly TV episode stuff.
But story three, written for Cat’s Eye, 
about a little girl threatened by a troll that 
lives behind the skirting and comes out at 
night to steal her breath, is far superior.
It is a story which takes up a fringe theme 
from Cujo (directed, like the present film, by 
Lewis Teague), about a child’s terror of 
monsters in the bedroom cupboard, and 
puts it at the centre of the story.
It is also the part of the film where the cat, 
an uncredited superstar, comes into its 
own, outwitting the city catnapper, enthusi­
astically tucking into a bird as Barrymore 
tries to convince her parents that her new 
pet is a pacifist, and above all battling the 
murderous little troll (a Gremlin clone that 
never once makes the mistake of being 
cute).
Cat’s Eye is a slight film, but loaded with 
compensations: snappily skilful mise en 
scene, some brief in-jokes (both Cujo him­
self and Christine — the car — make fleet­
ing appearances) and a cat that does its 
own stunts. And that, in these formula- 
ridden days, is almost enough.
Nick Roddick
In the American policier of the seventies, a 
particular code of ethics, not in line with law- 
enforcement proper, set the protagonist/ 
cop aside as a loner: more of a ‘hot dog 
than a team player’ . C o de o f S ile n c e ’s 
Eddie Cusack (Chuck Norris) seems to fit 
the bill nicely when he is abandoned by the 
entire Chicago police force to face an army 
of Colombian hoods packing submachine 
guns.
All’s well and good until one realises that 
Cusack is ostensibly carrying out a crusade 
within the letter of the law, and what first 
appears to be a revealing entanglement of
codes is a simple device for Norris’s obliga­
tory karate-choppin’, shoot-’em-up finale.
The film achieves this by interweaving 
two plots. One involves the protection of a 
mobster’s daughter, while the other con­
cerns the investigation of the killing of an 
innocent bystander by a policeman.
Each plot is governed by “ omertà” , or 
the code of silence. And, as a craggy-faced 
mafioso explains, “ nobody talks — not the 
mob, not the cops” . The exception, of 
course, is Cusack, who is subsequently 
deserted by his colleagues.
In an early scene, Cusack seems to 
declare his code, by announcing that a 
new, computerized miniature tank, proudly 
unveiled by the chief of police is “ a gun 
without brains” .
But his sentiments do not carry too far 
and, in the final sequence, he takes 
possession of the weapon and resorts to 
exactly the sort of action that he has 
denounced.
In spite of such contradictions, Code of 
Silence is not without interest. Director 
Andy Davis’s rendering of the seamy visual 
texture of Chicago and good delivery of 
dialogue lift the film above the typical bland­
ness of a Norris movie.
Raffaele Caputo
This is the funniest joke in D o in ’ T im e. The 
warden has the cons lined up for a parade 
in front of the prison review board. Each 
column of prisoners has to answer present 
and correct. Column one does so. So does 
Column two. But the man at the head of 
Column three is too drunk to answer.
“ Who is that man?” barks the warden. 
“ Cox, sir,” replies an aide. “ Get Cox out,” 
snaps the warden. Cut to row upon row of 
prisoners unzipping their fly. Cut to elderly 
female member of the review board 
fainting.
This is the second funniest joke. The 
warden — a new one (the old one was 
fired), played over the top and back again 
by Soap’s Richard Mulligan — is trying to 
make out with his secretary. “ Oh, Nancy, 
Nancy,”  he moans, “ it’s lonely at the top.” 
“ You must have lots of friends, then,” 
replies the ever-resourceful Nancy.
From there on down, the jokes, in 
approximate order of frequency, concern 
being kicked in the balls, breasts, 
impotence, the warden’s seduction attempt 
being broadcast on satellite television, and 
food fights. There is also a reported called 
Linda Libel.
Doin’ Time, in case you hadn’t guessed, 
takes the Police Academy formula and
I t’s tough at the top: Robert Hays on ‘the 
ledge’ in the middle o f the three Stephen 
King stories that make up Cat’s Eye.
applies it to the penal system, with no sense 
of pace, style, character. And, depending 
on how you feel about the two samples 
above, little sense of humour.
The director was George Mendeluk, and 
his wife, according to a very large credit, 
did the hairdressing.
Nick Roddick
Through all his previous films, Dutch direc­
tor Paul Verhoeven has given the impres­
sion of being a talent somewhat restricted 
by the horizons of Dutch taste and budgets. 
His Spetters, in particular, was a slam-bang 
melodrama about disaffected youth — 
violent, sexually explicit, horribly watchable, 
but parochial in tone.
With Flesh and B lood, made in Spain on 
an American-style budget for Orion, he 
looks a little as though he may be flounder­
ing without the familiar restrictions, caught 
between (relative) economic freedom and
Your police force at work: Chuck Norris as 
Eddie Cusack in Code of Silence, a con­
fused addition to the police film genre.
front-office constraints. As a result, it is only 
with some of the big set pieces that Ver­
hoeven really takes control of the screen.
Flesh and Blood is a medieval epic, 
about a girl (Jennifer Jason Leigh) who is 
abducted by mercenaries, and who strikes 
up a steamy relationship with their leader, 
Martin (Rutger Hauer), but who is bound to 
her fiancee (Tom Burlinson) because they 
have eaten the mandrake root together.
Verhoeven’s desire to shock, strongly 
evident in Spetters and The Fourth Man, 
loses some of its edge in the present film’s 
wide-screen violence, even if his relentless 
linking of sex and violence, though unpalat­
able, has a sort of outrageous conviction to 
it.
Sadly, though, it is only in the second and 
third attack scenes — when the mercen-
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aries take over a castle; and when, thanks 
to an awesomely phallic machine of war, 
they are kicked out again — that Ver- 
hoeven’s skill in establishing character 
through action really emerges. The rest is a 
bizarre mixture of the horrid and the tender, 
probably too quirky for splatter fans, and 
too violent to appeal to anyone else.
Nick Roddick
G irls  Ju s t W a n t to  H ave  Fun is a sweet 
spirited movie that could easily lure audi­
ences away from Young Talent Time and 
back into the cinema. Though clearly aimed 
at the teen market, it is the sort of film that 
puts Family Entertainment back on the 
map.
Inspired by the song of the same name, 
the film provides familiar fare: Janey (Sarah 
Jessica Parker) and her girlfriend Lynne 
(Helen Hunt) aspire to win a regular spot on 
the nation’s number one variety show.
Obstructing Janey’s dreams are a 
General Patton-style father, the probing 
eyes of Sister Immaculata (Valerie Grear) 
and the vengefully jealous Natalie (Holly 
Gagnier), whose hunkish boyfriend Jeff 
(Lee Montgomery) sees more in the whole­
some Janey.
Against a backdrop of pretty dance 
routines, Janey and Jeff play out the woes 
of first love before the climactic contest.
Directed by rock-video veteran Alan 
Metter, the film makes the most of its 
mawkish plot with several well-timed 
comedy routines and energetic per­
formances by Parker and Hunt.
The leading couple are described by a 
character in the film as Rebel Without a 
Cause meets The Sound of Music. But the 
result, ultimately, is more the former than 
the latter.
Paul Kalina
An uneasy amalgam of teen comedy and 
spy thriller, G o tch a  fails to satisfy as either. 
The perfunctory attempts to create a sense 
of suspense take a poor second place to 
the main business of Don {Gulag) Gordon’s 
screenplay, namely the efforts of the young 
hero to ‘get laid’.
While on vacation in Paris, Jonathan 
(Anthony Edwards, who invests his role 
with an endearing naivety) is seduced by a 
sophisticated older woman (Linda Fioren­
tino), who uses her feminine wiles to trick 
him into smuggling a roll of film out of East 
Germany.
The potential for a lighthearted lampoon­
ing of espionage drama is sadly unrealised 
as the plot tortuously unwinds, offering the 
audience ample time to admire the picture- 
postcard scenery. In this respect, Gotcha is 
a spiritual descendant of such dubious pre­
decessors as Top Secret and Hopscotch.
Following minor complications involving 
a Playboy magazine at the East Berlin 
customs checkpoint, Jon returns to the 
sanctity of UCLA, but pursued by a KGB 
agent (Klaus Lowitsch).
There, Jon’s campus buddies turn the 
tables on both the East German intelligence 
forces and the CIA, in a series of set pieces 
that would leave the most gullible 
audiences incredulous.
Director Jeff Kanew has failed to utilize 
any of the promising elements in the 
scenario, despite his reported claims that 
Gotcha is “ The Graduate with bullets’ ’ .
Paul Harris
The most disappointing thing about G race  
Q u ig ley  is that it bears the name of 
Anthony Harvey, whose sentimental 
comedy, They Might be Giants, suggested 
an ability to deal with off-beat material, like 
this, with wit and a lightness of touch. It is an 
impression totally belied here.
Apparently dismayed by her life, Grace 
Quigley (Katharine Hepburn) hires hit-man 
Flint (Nick Nolte) to give her 'the rub’. Fulfil­
Girls having fun: Sarah Jessica Parker con­
templates her rival in Girls Just Want to 
Have Fun, a teen movie based on Cyndi 
Lauper’s chart-busting song.
ment of the contract is delayed, however, 
as the reluctant executioner finds himself 
embroiled with the elderly of New York 
who, denied the options of Cocoon, have 
elected euthanasia as their ‘ultimate 
solution’.
The potential is here for some biting black 
humour, for a dark comedy, but the 
impulse to be tasteful has ensured an in­
sufferable blandness.
The image of a cold, harsh, acquisitive 
world, so visible in the rich mise-en-scene of 
They Might be Giants and so appropriate 
here, has been annihilated by the film’s 
preoccupation with its two star perform­
ances. And they are utterly charmless.
Production difficulties appear to have 
plagued Grace Quigley, but a sympathy for 
these is still insufficient to make it a film 
worthy of even a passing interest.
Tom Ryan
Aimed at the young at heart of all ages, T he  
Last U n icorn  is an animated fantasy com­
plete with music from Jimmy Webb’s echo 
chamber, and the voices of such stars as 
Mia Farrow and Angela Lansbury. Read 
the small print, though: the ‘stars’ are repre­
sented by their voices alone.
The story follows the adventures of the 
last unicorn on earth, who sets off from her 
idyllic forest to rescue the other kidnapped 
unicorns. On the way to challenge the 
Wicked King and the fearsome Red Bull, 
she encounters outlaws, witches and a 
harpy, makes friends with an outlaw’s moll 
and a magician whose grasp of magic is 
somewhat shaky, and conjures up visions 
of Robin Hood and his Merry Men.
This cultural and mythical confusion is 
presented in unmemorable animation: 
flowers glow, snow lashes, waves pound, 
mountains soar, and the figures move 
jerkily through these standard back­
grounds.
A little dreamy sex appeal is added to the 
adventure when the last unicorn is trans­
formed into a frail, pale girl — the correct 
word is probably ‘maiden’ — who falls for a 
presentable prince. Why he falls for her 
remains a mystery to the end since she 
seems, like the rest of us, to have forgotten 
whatever it is she cannot remember.
The film ends with the unicorns leaping 
stupendously from the surf, while the 
Wicked King’s castle disintegrates behind 
them — a magnificent if predictable 
moment.
Sarah Guest
As spy spoofs go, T h e  M an W ith  O ne  Red  
S h o e  is heavy on the array of ham-fisted 
agents and light on the humour.
Fitting neatly into the traditional formula
Dabney Coleman as the ambitious agency 
head in The Man With One Red Shoe, a spy 
spoof that does little fo r  the flagging image 
o f the profession.
— nice, unsuspecting guy unwittingly em­
broiled in the antics of rival espionage 
organisations — it exhibits all the earmarks 
of a project with its sights set firmly on the 
box-office rather than the script.
It banks on the appeal of two rising stars 
(Tom Hanks and Lori Singer), a sprinkling 
of established names (Charles Durning, 
Dabney Coleman, Carrie Fisher), and a 
script adapted from the French hit, The Tall 
Blond Man With One Black Shoe.
Unfortunately, Robert Klane’s adaptation 
displays all the problems of his previous 
effort, Unfaithfully Yours. While embellished 
with bursts of appealing madness, the 
characters are generally trite and laboured. 
The gags are predictable and unneces­
sarily prolonged and the resolution is 
absurdly neat.
None of this is redeemed by Stan 
Dragoti's direction which relies, like his last 
film, Mr Mom, on the mundane becoming 
the ridiculous without fully exploiting the 
comic possibilities of either state.
As with Mr Mom, he relies on his leads 
carrying the film, but overloads them with 
an excess of emotional cliches. Hanks tries 
(unsuccessfully) to corner the market in 
cute as the innocent patsy who eventually 
finds his feet in the intrigue, and Singer is 
continually posed to resemble Modesty 
Blaise doing a colour spread for Vogue: 
sophisticated and static.
Meanwhile, the motley collection of spies 
on both sides aptly sum up the film: plod­
ding, clumsy and hopelessly mistimed.
DebiEnker
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To claim that M isch ie f is about a teen­
ager’s coming-of-age through his first 
sexual experience is a little presumptuous. 
Like a host of other teen movies, it appears 
to be the rationale, but nobody matures in 
Mischief.
The film concerns Jonathan (Doug Mc- 
Keon), a rather conservative and sexually 
naive small-town youngster who befriends 
a city-wise newcomer who alternately 
berates and oversees his sexual initiation.
In teen movies of the Losin' It variety, it is 
the sexually innocent character who finds 
that sex for sex's sake is unappealing and, 
instead, discovers a meaningful sexual and 
romantic relationship. He comes of age 
because he must face the loss, not of ‘it’, 
but of ‘her’. By contrast, the sexual 
‘sophisticate’ is continually plagued by 
trouble, as his maturity is thwarted by the 
sex-for-sex’s sake mentality. .
Mischief plays its cards somewhat differ­
ently. The sophisticate and rebel estab­
lishes an intensely romantic relationship 
and Jonathan's eventual encounter can be 
described as anything but deep and mean­
ingful. Indeed, it is the comic high point of 
the film.
What Jonathan ultimately learns is how to 
be mischievous and rebellious: and in this 
respect, the film resembles the formula of 
Risky Business. The bond of friendship 
between the boys is tied by their mis­
chievous deeds, culminating in the demoli­
tion of a rival’s car and an elopement.
Though it will never gain the notoriety of a 
Porky’s, Mischief works its way around the 
teen formula in a way that makes it an inter­
esting, middle-of-the-road addition to the 
genre.
Raffaele Caputo
After such cult outings as Death Race 
2000, which he directed for Roger Corman, 
and Eating Raoul, which treated cannibal­
ism as just another kink in a city where no 
one wants to be straight, N ot fo r P ublica­
tion puts director Paul Bartel in reach of (if 
not actually into) the fold of commercial pro­
duction: the film was made under the aegis 
of Thorn EMI.
No one (except, perhaps, Thorn EMI) 
would deny it was, at times, very funny. The 
plot, which involves a scandal sheet run by 
an obese editor called Troppogrosso 
(Richard Paul), a Venezuelan porn king 
called Woparico (Barry Dennen), a club 
dedicated to bestiality, and a psychic radio 
ham called Doris (Alice Ghostley), is, by 
turns, a spoof and a fairly solid piece of 
yellow-journalism genre.
But Bartel, whose best effects are gener­
ally the most downbeat ones, here gives 
the impression of striving hard to be zany, 
with only passing success. The overall 
feeling is of one of those early Saturday 
Night Live shows, where the ideas were 
funnier than the scripts, and the balance 
was only tipped by the manic energy of the 
cast.
Not for Publication isn't live, however, 
and the result is a kind of comic coitus inter­
ruptus. with the film bustling on to the next 
scene before you really notice the lack of 
climax in the preceding one.
i Nick Roddick
The variety of nationalities involved in work 
on the kibbutz depicted in Not Q uite  
Jerusalem  encompass' a full gamut of 
depressingly familiar stereotypes: a pair of 
whinging Poms in search of a sunny 
climate, a randy Aussie, a taciturn South 
African body-builder, a New York Jew who 
falls for a shy Japanese beauty, one 
standard issue American spunk (Sam 
Robards), an Irish ex-soldier who seems 
traumatized but loves kids and a full-time 
kibbutznik (Joanna Pacula) who extols the 
virtues of hard work and generally plays 
hard to get, which causes the afore­
mentioned spunk plenty of grief for the first 
few reels.
Veteran director Lewis Gilbert seems 
content to observe these grotesque carica­
tures from a distance, and the narrative 
becomes a series of episodic set-pieces
which drearily unfold with clockwork pre­
dictability.
Paul Kember's script, based on his play, 
goes to great pains to stress the obvious — 
these kids are seeking escape in a summer 
idyll. But any empathy that we might feel 
with the characters is subverted by the 
leaden predictability of the whole exercise.
The Israeli locations serve as a back­
ground for an absurd sub-plot, resembling 
out-takes from The Little Drummer Girl, 
which involves a group of fanatical Arab 
terrorists plotting to assassinate an army 
chief of staff.
The final shoot-out at the walled fort of 
Masada, with the kibbutzniks held captive 
by the Arabs, is unconvincing and essen­
tially coy — dramatically unsatisfying and 
of dubious propaganda value.
Paul Harris
The idea of nurturing an illicit pig called 
Betty for the pièce de résistance at a 1947 
dinner to celebrate the royal wedding in a 
still austerity-hit Yorkshire town, and the 
machinations this gives rise to, may recall 
the quirky pleasures of Ealing comedy in its 
heyday.
However, eccentricity is not the key to the 
tone of Malcolm Mowbray’s A Private  
Function, and it does not arrive at the 
social consensus towards which Ealing so 
often moved.
There is little nostalgia in this picture of 
provincial snobbery and social climbing. 
The town’s upper crust is led by Dr Swaby 
(ubiquitous Denholm Elliott)and his cronies, 
whose charmed and charmless circle 
Joyce Chilvers (Maggie Smith) is deter­
mined that she and her somewhat gormless 
chiropodist husband (Michael Palin) will 
enter.
After a series of episodes involving, vari­
ously, the pig’s bowel failure in the 
Chilvers’s home, Joyce’s elderly mother 
(Liz Smith) marvellously warding off a 
‘home’ by reciting her tables, a suspicious 
food inspector and Joyce’s timely blackmail 
of Swaby, the Chilvers are invited to the 
dinner. Their seats are, admittedly, next to 
the lavatory, but they have made the next 
rung of the ladder.
A Private Function is not informed by the 
pulling-together spirit of World War II, but 
by the much sharper apprehensions that 
the social order is changing and that its 
challengers may be as tenacious as the 
establishment they want to join.
This makes the film sound soberer than it 
is: it is, in fact, persistently witty in screen­
play (by Alan Bennett) and performance 
(Smith's climber is magisterial); but, funny 
as it is, in its way.it is as disquieting about 
British attitudes to sex and class as Dance 
with a Stranger. Like the latter, it brilliantly
Best foo t forward: Michael Palin as the 
gormless chiropodist in A Private Function, 
a comic assault on the tenacity o f the 
English social climber.
evokes a period of recent British history — 
and resonates well beyond this.
Brian McFarlane
For a supposed satire on the western, 
apparently in the tradition of Blazing 
Saddles and coming from the makers of 
Police Academy, R u stle r’s R hapsody is 
pretty thin on laughs and ideas.
The development of the genre over the 
last two decades — spaghetti westerns, 
Sam Peckinpah, Heaven’s Gate etc — 
offers a lot of fuel for a strong send-up, 
perhaps in the tradition of Flying High or 
Young Doctors in Love.
But this film ignores the potential for a 
gutsy comedy and strains the obvious. The 
good guy, singing cowboy Rex O’Herlihan 
(Tom Berenger), strolls into town to clean
up the bad guys. He knows what he’s gotta 
do, and he says so — over and over. There 
is only a pitiful handful of mild visual and 
verbal gags, most of which are used for the 
film’s cunning promo.
Things look briefly promising when the 
narrator, the town drunk (played by G.W. 
Bailey, who deserves better), introduces a 
contingent of spaghetti western characters. 
But any notion of developing this idea into 
something funny quickly bites the dust with 
a fury.
Jim Schembri
Perhaps unfairly, St. E lm o ’s F ire has been 
greeted by the nickname The Little Chill. 
While the alternative title reeks of inappro­
priate condescension, the film certainly 
exhibits the wit and compassion of 
Kasdan’s weekend-long group encounter
But is it kosher? Bernard Strother and 
Kevin McNally contemplate kibbutz fare in 
Not Quite Jerusalem.
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session, and explores similar issues in a 
similar context: the bonds of friendship, a 
persistent longing for the security and 
idealism of the past, and coping with com­
promise, vulnerability and unrequited 
passions.
Introducing his characters earlier in their 
lives — just after college graduation — 
director Joel Schumacher guides his lively 
cast to ultimately winning, albeit occasion­
ally precious, performances.
The skill that he has shown with an 
ensemble of diverse characterizations, 
notably in Amateur Night at the Dixie Bar 
and Grill and D.C. Cab, again shines 
through, though in this instance, a niggling 
desire for neat, positive resolutions under­
mines some of their potency. Its optimistic 
thrust — perhaps the product of commer­
cial considerations — is, however, consist­
ently acknowledged by images of transition 
culminating in characters walking through 
doorways into the light. While one might 
have preferred a tougher line, the film 
wears its intentions unabashedly from the 
outset.
Co-written by Schumacher and Carl Kur­
lander, the script is enlivened by a feast of 
pithy one-liners that delineate transition. An 
end-of-relationship tussle over rights to the 
record collection is resolved by cracks like 
“ I’m taking ‘Thriller’ and Mahler’s ninth” , 
underpinning the shift from bopper to 
yuppy.
Falling mid-way between the teen movie 
and the handful of films exploring the trials 
of contemporary adult life for both sexes, 
St. Elmo’s Fire provides much of the spark 
suggested by the soaring title song. 
Though it could reasonably be accused of 
injecting a dubious dose of optimism into a 
purportedly realistic representation of post­
adolescence, this slant is consistently 
recognised by the film’s imagery, tone and 
structure.
Debi Enker
Although there are moments when it is 
unclear how S e c re t A d m ire r intends us to 
view the antics that pervade its eccentric 
plot, its intelligence and general air of crazi­
ness are appealing.
Behind the opening credits, an anony­
mous hand pens a love letter that is to set in 
motion a chain of events less concerned 
with whodunnit than with its effects on those 
who read it. For some, it is simply a ques­
tion of casual voyeurism (“ WowIRadical!” ), 
but,for others, it releases a flood of secret 
feelings, the confessions of which initiate a 
series of sexual encounters that bring the 
participants to the edge of emotional crisis.
Central to the workings of the film, co­
written by David Greenwalt and Jim Kouf 
and directed by Greenwalt, are the disrup­
tions that lie beneath the sedate surfaces of 
its suburban world. Behind the ordered 
facades of the fashionable homes, con­
fusions and tensions seem to be standard.
Similarly, the crudity of the teenagers’ 
assessment of their sexual opposites and 
the daily domestic routines of their parents 
conceal the realities of their emotional lives.
The film’s tone is comic throughout, its 
form is that of farce, and it is content to skim 
across the surfaces of its comedy. But this 
should not divert one from the way it is able 
to suggest a pattern of social and sexual 
bewilderment that afflicts teenagers and 
adults alike.
Tom Ryan
In adapting S h e e n a  from her comic-strip 
origins and casting Tanya Roberts as the 
jungle queen, director John Guillermin has 
produced an unlikely heroine: a generic 
hybrid exhibiting the assets of a leggy 
Charlie’s Angel, an agile Tarzan, a respon­
sive Dr Doolittle, the innocent mermaid of 
Splash, and a comely Bond beauty.
Orphaned at an early age by an 
avalanche in Africa, Sheena is raised by the 
Zamboulis, who believe that she is destined 
to save them from The Big Trouble. It 
comes in the form of a nasty prince and his 
Dynasty-style countess — all pouts, plots 
and designer clothes — who assassinate
I didn’t see Wild Geese I, though I have no 
reason to suspect I would have liked it. 
W ild G eese II, on the other hand, despite 
one of those preposterous plots, in which 
Vodka-chugging Russians, American mag­
nates who are always surrounded by busi­
ness machines, and silly-ass British army 
officers a lte rnate with bew ilde ring  
frequency, is eminently watchable.
In fact, though the Berlin Wall lurking in 
the background of most shots ensures that 
this is not your average liberal movie, it 
does end up as one of the more honestly 
value-for-money action pics of the eighties.
Like the underrated Dogs of War, Wild 
Geese II sensibly focusses on the 
mercenary as a loner — a brooding, com­
pulsive performance from Scott Glenn — 
making him a kind of latter-day shamus, 
with his own personal code of ethics which 
coincides only marginally with normal 
morality on the one hand, and the sort of 
commitment his clients seem to demand on 
the other.
Glenn is hired to bust Rudolf Fless out of 
Spandau Prison, so that an American TV 
network (represented, believe it or not, by 
Barbara Carrera) can interview him. Helped 
by Edward Fox, who has great fun parody­
ing both himself in Day of the Jackal and 
Glenn in the present film, he pulls it off, 
despite interference by assorted inter­
national terrorists and meddlesome super­
powers.
Hess (played by Laurence Olivier, who 
runs off with the last fifteen minutes of the 
film, filling the cinema with an appropriate 
hush) isn’t too keen on being free, however. 
“ You're safe here,”  his rescuers tell him. 
“ From what?” asks the world’s most pro­
tected man, before asking to be sent home 
to Spandau. Which gives the whole exer­
cise a nicely downbeat ending.
Nick Roddick
the Good King in order to plunder the 
minerals that lie beneath the tribal land.
Sheena (who can talk to the animals by 
placing her fist on her forehead and blink­
ing furiously) joins forces with a (naturally) 
cynical reporter (Ted Wass) to stop the 
villains. In a climactic battle, designed to 
allay any fears of nightmares in the target 
audience of ten-year-olds, the good guys, 
bows and arrows and animals out­
manoeuvre the mercenaries and their 
machine guns.
The curious combination of components 
that characterize the heroine also compli­
cate this rather ungainly film. It is caught 
between an effort to tell an earnest — and 
simplistic — tale of the evils of western tech­
nology and avarice, foreground a fairly 
flaccid romance, and use the intrigues of 
banana republic politics as a back-drop.
Finally, its only triumph — and the only 
evidence of its $26-million budget — is the 
spectacular camerawork of Pasqualino De 
Santis, which vividly captures the exotic 
scenery and wildlife of the Kenyan 
locations. The eventual victory by the 
Zamboulis and the triumph of true love over 
journalistic ethics make one want to cringe 
with embarrassment rather than swing from 
the trees yodelling with delight.
Debi Enker
The very limited commercial success of 
S h e ’ll Be W earin g  P ink P y jam as in its
native Britain makes one thing fairly clear: 
the runaway success of Educating Rita was 
more because it was a middle-of-the-road 
story middlingly well told, than because 
there is a mass audience out there drooling 
for a Julie Walters movie.
Which is a pity, because there really 
ought to be an audience for She’ll Be 
Wearing-Pink Pyjamas, even if the odds on 
getting them all together in the same 
cinema in the same week are prohibitive.
The film is a kind of action-adventure 
version of Steaming, with a group of 
women of different ages and from widely 
varying class backgrounds coming 
together to do an outdoor survival course in 
the British Lake District.
Steering a reasonably deft course 
between knockabout comedy and drama 
on, for example, an open rock face (though 
the TV commercial for the film decides to 
use the latter scene as an example of 
knockabout farce, presumably because the 
woman involved has a big bottom), the film 
has some finely honed scenes of self­
discovery and is, above all, honest with and 
about the women who make up nearly all of 
Its cast.
True, the direction (by John Gold­
schmidt) is a little flat; and the music score 
(by John Du Prez) is horrendously inappro­
priate. But the key performances — 
Walters, Alyson Spiro, Penelope Nice, 
Paula Jacobs — are superb. And, despite 
publicity material in which every second 
word seems to be either Julie or Walters, it 
is not a vehicle. Nor, for once, does Ms 
Walters play it as such.
Nick Roddick
Though it is undoubtedly a much better film 
than Amadeus, S p r in g  S y m p h o n y  
(Fruh lin gss in fo n ie ) takes a very similar 
approach to its man-and-his-music bio­
graphy of (this time) Robert Schumann.
It is the first part of Schumann’s career 
that director Peter Schamoni is concerned 
with, from the composer (Herbert Grone­
meyer, who bears an extraordinary 
resemblance to contemporary portraits of 
Schumann) leaving home to study with 
Friedrich Wieck (Rolf Hoppe), to his passion 
for Wieck’s daughter, Clara (Natassja 
Kinski), to their marriage and the composi­
tion of his First Symphony.
Other things are touched on in the pro­
cess: the nationalistic Young Germany 
movement; Schumann’s sexual adven­
tures, his money-grubbing instincts and his 
desperate efforts to increase his keyboard 
technique.
But they all tend to become submerged
Girls just having fun: Julie Walters and 
Alyson Spiro as the intrepid campers in 
She'll Be Wearing Pink Pyjamas.
The lure o f literature: C. Thomas Howell in 
Secret Admirer, a comic essay on the con­
fused emotional lives o f teenagers and 
adults.
in the film’s equation of musical and sexual 
passion, and its blurring of the line between 
personal turmoil and the agonies of artistic 
composition.
That said, however, the music (per­
formed by, among others, Dietrich Fischer­
Dieskau and Wilhelm Kempt), the magnifi­
cent German-romantic photography of 
Gerard Vandenburg (which is simultane­
ously joyous and doom-laden), and the per­
formances of Kinski, Hoppe and Grone­
meyer are all so clearly labours of love that 
one feels inclined to forgive any imbalance 
in the narrative.
And, though it never really comes to 
terms with the character of Clara, Spring 
Symphony remains the most successful film 
about classical music since Ken Russell’s 
BBC film, Song of Summer.
Nick Roddick
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The view from the 
middle ground
CRITICAL BUSINESS:
THE NEW AUSTRALIAN 
CINEMA IN REVIEW by
Sandra Hall (Rigby, 1985,
$16.95. ISBN 0 7270 2010 2
"Australian films are not often fun,”  notes 
Sandra Hall in this collection of her reviews 
of local productions for The Bulletin, where 
she has firmly held the middle ground in 
Australian film criticism since 1972. “ They 
can be haunting, moody, nostalgic, hard­
hitting, innocent (or simple-minded, 
depending on your point of view). But they 
are seldom fun."
A truth too rarely articulated, the com­
ment is characteristic of Hall’s critical 
approach: literate, factual, even-handed, 
less concerned with causes than with offer­
ing useful advice to the middle-class con­
sumer wary of wasting $7 on a dud.
Duds there have been, unfortunately, 
and in quantity: more than half the 119 films 
Hall reviews must be counted partial 
failures as art, a larger proportion failures of 
commerce. Lambasting H e atw ave  (1982), 
for instance, for its sweat-slathered attempt 
at an evocation of urban corruption, Hall 
brings home the deadly solemnity of even 
our commercial filmmaking. Unlike Holly­
wood's disasters, few of ours are much fun.
Generally, her reviews strike the con­
sensus. Occasionally, as in her high 
estimate of the once maligned S tars tru ck  
(1982), she is prescient. Only a few times 
does wish-fulfilment overcome logic. “ One 
of the most persistent ironies in Australian 
cinema,” she asserts inexplicably, “ is that, 
while the strongest actors are women, the 
best parts are written for men, animals and 
children.” With ladies like Wendy Hughes, 
Judy Davis, Angela Punch McGregor, 
Noni Hazlehurst, Helen Morse and Robyn
Jo Kennedy in Starstruck: Hall went 
against the critical grain.
Nevin, to name just the obvious ones, 
waxing on one side, while Mel Gibson. 
Bryan Brown and John Hargreaves wane 
on the other, the balance seems entirely the 
other way.
What makes Critical Business more valu­
able than equivalent collections of reviews 
is the narrowness of focus and the size of 
the sample. Few areas of cinema have 
come under such extensive examination. 
Through Hall's eyes, one can chart the 
weather pattern of Australian films: a pursuit 
of modishness that too often lags behind 
the fashion it attempts to ape, so that our 
films pant into the marketplace just as the 
vogue peters out; and a vacillation between 
a call for ‘bums on seats' which, when not 
answered, triggers a recoil into the elitist 
pursuit of festival prizes and those elusive 
and discriminating minority audiences with 
‘minds in gear’.
And always, the assumption that words 
aren't important — that a few good profiles 
and some nice frocks will get you by. “ God, 
what a glorious thing is talent and how often 
it is misused,” wrote Irwin Shaw, rhapso­
dizing about B reaker M orant in his last 
novel, Acceptable Losses. It might have 
made a fine epigraph for Critical Business.
John Baxter
A sky-watcher’s 
guide
SCIENCE FICTION: THE 
AURUM ENCYCLOPEDIA,
edited by Phil Hardy (Aurum 
Press/Dent & Son Australia,
1984, $45). ISBN 0 906053 82 X
The immediate difficulty for a book which 
attempts to catalogue the cinema via 
generic assumptions lies in defining an 
exclusive perimeter which separates one 
‘type’ of movie from all others. This is a par­
ticularly nasty business with a genre as 
inherently diverse and impalpable as 
science fiction — a problem vaguely
alluded to in Michael Haggig’s Foreword, 
when he asserts contrarily that, although 
the work cannot hope to cover the full 
spectrum of the genre, the text is neverthe­
less “ complete within itself” .
The intrinsic value of such reference 
works must be based upon the consistency 
of the criteria for selection. And. on this 
score, there are a few contentious hits and 
misses in the Aurum Encyclopedia. For 
example. Arch Oboler’s nightmare political 
fable, S tran ge  H o lid ay  (produced in 1942, 
but withheld until 1945), which transforms 
America overnight into a fascist police state, 
gains entry into the volume, while such films 
as Seven  D ays in M ay (1964) and 
S leep ing  D ogs (1979) do not.
Certainly, the selection of the 1949 Bing 
Crosby vehicle, A C o n n e ctic u t Y an kee  in 
King A rth u r’s C ourt, and Peter Green­
away’s bizarre, humorous experiment in 
ornithological pseudobiography, T h e  Falls  
(1977), seems quite misplaced. And why 
list all of the Disney H erb ie  features, without 
reference to films like C h itty  C h itty  Bang  
Bang (1968), whose eccentric inventive­
ness is far closer to sci fi thematics than the 
antics of any magical VW bug?
Such quibbles aside, editor Phil Hardy 
and his fellow British contributors, Denis 
Gifford, Anthony Masters, Paul Taylor and 
Paul Willemen, are to be commended for 
largely reconciling the dilemma of selection 
by choosing eclectically over 1,200 titles, 
spanning the years 1895 to 1983, and 
avoiding Western parochialism by incor­
porating several Third World and Eastern 
European entries, from Czechoslovakia 
and Poland to Mexico and the Philippines.
Overall, the text is intelligently structured 
and easy of access, cataloguing the films 
alphabetically within each given year, then 
sub-dividing into decade chapters. This 
chronological approach encourages the 
reader to pursue the development of 
thematic, aesthetic, technological and 
economic influences within the genre and 
the industry as a whole. The technique also 
tends to validate Hardy’s brief chapter 
editorials, in which the significant concerns 
of the decade are indicated, such as the 
cataclysmic prophecies of global conflict 
prior to the Great War, and the mirroring of 
twenties pulp fiction via the then fast-paced 
Hollywood sci fi melodramas.
As the genre grew, however, it moved 
tangentially, acquiring the broader tastes of 
popular culture, experimenting with dis­
parate narrative formulae, and producing 
what Raymond Durgnat has described as 
‘hybrid’ and ‘mongrel' genres. Thus, the 
thirties and forties spawned futuristic 
musicals (Just Im ag ine, 1930; I t ’s G ood  
to  Be A live, 1933) and sci fi westerns like 
G host Patro l (1936) and T h e  Phantom  
Em pire  (1935, starring Gene Autry), or 
continued the transformation of comic-strip 
heroes into flesh (via the Columbia and 
Republic serials), so that they could defend 
Democracy against the Axis fiends, with 
C aptain  M idn ig h t (1942), B atm an (1943) 
and C aptain  A m erica  (1943).
Wherever possible, the films are cross- 
referenced or discussed in terms of 
sequels, remakes, waves or cycles. From 
the original entry on Godzilla (G odzilla , 
King of the  M onsters , 1954), therefore, 
the devotee can chart all of the prehistoric 
creature’s cinematic appearances and 
those of his ancillary combatants and allies 
(Gigan, Mothra, Rodan, Gamera et al). 
Similarly, the teen-exploitation wave of the 
late fifties is suggested (for comparative 
purposes) by titles alone: T e e n a g e
M on ster (1957), I W as  a T ee n a g e  W ere- 
w o lf/F ran ken s te in  (both 1957), T ee n a g e  
C avem en  (1958) and T e e n a g e rs  fro m  
O u ter S p ace  (1959).
For trivia buffs, there is a plethora of 
information, often humorous, occasionally 
esoteric, but always respectfully treated as 
an adjunct to the main text. For instance, 
readers may be interested to learn that the 
title song from T h e  B lob (1958) was a Top 
40 hit for Burt Bacharach and The Blobs; or 
that 1984 (the 1955 version) was released 
with two endings: in the UK, Winston Smith 
died defying Big Brother; but in the US 
version, Winston and Julia were brain­
washed into submission.
In fact, the most appealing feature of this 
work is the abundance of material available 
for extraction. Consider the first (though 
apparently lost) version of the popular 
German novel, Alraune (filmed twice in 
1918, once by Michael Curtiz, then subse­
quently remade in 1928, 1930 and 1952), 
which features a mad scientist who 
artificially inseminates a prostitute with 
semen scooped from the ground beneath a 
freshly hanged criminal; or T h e  C reature  
w ith  th e  A tom  Brain (1955), whose unfor­
tunate giant victim becomes a maniacal 
zombie after his skull is sawn open and his 
brain replaced with atomic energy by a 
crazed Nazi in league with American 
mobsters.
Sensibly, however, the contributors avoid 
the myopic Medved brothers’ ‘Golden 
Turkey’ interpretation of these easy targets, 
and tackle them as ideological entries into 
the contemporary social milieu, translated 
through generic adherence and/or 
manipulation.
Yet these same reviewers do not shy 
away from works they perceive as preten­
tious, such as the woeful 1962 adaptation 
of John Wyndham’s The Day of the Triffids, 
described as “ seven-foot galloping 
broccoli (an English monster if ever there 
was one)” . Similarly, a few of the genre’s 
pantheon films do not evade the critical 
barbs. 2001: A  S p ace  O d yssey  (1968) is 
described as “ a visual conceit”  and, 
together with S o laris  (1972), is considered 
by more than one contributor as exemplify­
ing “ intellectual banalities cloaked in cine­
matic splendour” .
Still, if one finds the occasional piece 
objectionable — such as the abject dis­
missal of John Carpenter’s 1983 remake of 
T he Thing , which completely ignores the 
director’s sour, apocalyptic premise — it is 
hard to repudiate arguments so skilfully 
applied, and with such brevity and devasta­
ting aplomb. Take, for instance, the insight­
ful entry on Soviet emigr£ Slava Tsuker- 
man’s facetious L iquid  Sky (1982), whose 
alien UFO intelligence dines on narcotic 
stimuli and/or human orgasm:
The filmmakers come close to creating 
the classic exploitation condition of 
having their cake and eating it. That said, 
however, the saucer’s dinky, the sex’s 
kinky, and you could never imagine 
Tarkovsky having this much fun in the 
forbidden zone.
All in all, the Aurum Encyclopedia provides, 
within a single volume, the best com­
pendium of science fiction cinema yet pro­
duced. Apart from the umpteen hours of 
pleasurable, informative and amusing 
reading, the text functions competently as a 
reference facility designed to enlighten an 
entire spectrum, from novice to cinephile to 
semiologist.
Mick Broderick
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the distracting time code problems.
Other associated options include 2 new time code readers -  ST 10261 and ST 610 reading both vision and sound.
For further information contact your nearest Rank Office or Sydney Office.
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JJICOLOR The complete range of Motion Picture Film for all occasions
O fficial Film  o f 
the Los Angeles 
1984 Olympics
FUJICOLOR HIGH SPEED 
NEGATIVE FILMFUJICOLOR HIGH SPEED 
NEGATIVE FILM
FUJICOLOR HÜ  
NEGATIVE FILM
FUJICOLOR 
HIGH SPEED 
NEGATIVE FILM,
EXPOSURE INDEX 500 
TW46SÍEN TYPE G200K)
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\ mm X  122m (400)
FUJICOLOR 
REVERSAL FILM
RT500
Natural color reproduction is yours with Fujicolor. Tones come alive. Luxuriate in the rich skin 
tones and exquisite subleties of the grays.
In situations which call for very fine grain pictures, Fujicolor A allows you to shoot at a lower 
exposure index (e.g. El. 50) and then fine-grain process to obtain outstanding results.
Fujicolor AX has an exposure index rating of 320 in tungsten light and 200 in daylight 
When shooting under adverse lighting conditions the El. rating of Fujicolor AX can be doubled by 
force processing which virtually results in no change in color balance.
Distributed in Australia by
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New Eastman 
Professional Video Tape. 
We’ll stake our 
reputation on it.
For years Eastman film has been 
producing superb results. Results that 
have won a lot of friends, and built a 
reputation for the Eastman name.
Now Kodak are releasing a range 
of Eastman professional video tapes. 
Tapes so good that we’ve put our name 
on them, and our full technical support 
facilities behind them.
New Eastman professional video 
tape. We’ll stake our reputation on it. 
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